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The first German edition of this work, published soon 
after Beethoven's death, contains the following introductory 
remarks by the Chevalier Ignatius von Seyfried, a friend of 
Beethoven , and himself a musician of some eminence ^) : 

•These studies of the immortal Composer are a legacy of 
such high value to the world of Art, that no one would venture 
to take away from or add a line to it. I have therefore pre- 
served it, in its original form, with the utmost conscientious- 
ness — as it was found among his posthumous papers ; only 
here and there have I oniitted some tautological examples of 

"> one and the same rule , which the zealous pupil had worked 
^ out for his own benefit ; the limits of the work did not allow 

\o of such prolixity; — but all B's marginal notes are retained. 
These studies are not to be regarded as a complete systematic 
^ book of instructions , but rather as possessing peculiar interest 
in their brevity and conciseness, and as being the actual course 
of Thorough-Bass , Counterpoint etc. , which Beethoven went 
through with Albrechtsberger, whose tuition he enjoyed for 
two years : — that he was no idle scholar will at once be per- 
ceived, and he thus laid the foundation of that solid science 
which characterized his future works. It may indeed be asserted 
that his theoretical acquirements were, notwithstanding his 
evident diligence, less remarkable than might have been ex- 
pected; but this ought rather to be attributed to the noble 

*) For a fair specimen of his compositions see the ^^Libera'S p. 63. He 
died at Vienna, 4 8il. 
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audacity of his genius , which prompted him to shake off the 
fetters of pedantry and old-fashioned prohibitions. His creative 
spirit carried him far beyond ihe prejudices of the Past, as it 
also enabled him to enlarge the boundaries of his art, and pla- 
ced him in advance of the age in which he lived. « — 

I have little to add to these remarks; — the genuine- 
ness of the Studies is unquestionable, and, apart from the 
collateral interest attached to them , they are of great intrinsic 
value to all young musicians who desire to get at the kernel 
without unnecessary difficulty in breaking the shell. 

Feeling that this work ought to be rendered accessible to 
English readers , I yielded to the solicitations of the Publishers, 
and undertook the task of translating and re-editing it; to the 
new German edition I have added some interesting and authen- 
ticated anecdotes of Beethoven, and to this volume I have 
further appended a few critical remarks upon his works , toge- 
ther with some notices respecting his private history which 
appeared to me desiderata, as filling up blanks in the un- 
satisfactory sketches of his life hitherto known to the public. 

Music is now so universally cultivated in England, and is 
making such rapid progress in America, that a work like this is 
sure of its public; twenty-five years ago its circle of readers 
would have been confined to professional musicians and a few 
scattered dilettanti : 

» rati nanies m gurgite vasto « — 
it is a blessing for both these great nations that the barbarism 
which depreciated and all but ignored the claims of music, can 
no longer be made a gix>und of reproach to them : — may this 
book be honoured in promoting, however little, the interests 
of that divinest Art! 

Hamburgh, 1853. 

HENRY HUGH PIERSON. 
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ST8TSBI OF THOROUGHBASS. 



FIRST CHAPTER. 

All die symbols which indicate the harmonic accompaniment are called 
tignatnres; e. g. 



lUant. 



SeMidi. 



lUxit. 



FMrtks. 



h — ^ 



Diminished. 



lac 



Pore. 

1' 



^^ 



^ 



m 



Minor. 



Major. 



-b^" 



-W" 



DimiBished. 



^ 



Minor. 

bB 



M 



\l 



^ 



1^ 



^ 



Augmented. 



^ 



Extreme. 



^ 



Major. 



zbe: 



1^ 



^^ 



Diminished. 

I* 



Pure. 



Aogmeated. 



^ 



^ 



3c: 
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ntM- 



Uztlis. 



tevwths. 



OcUtw. 
orllf^ttS. 



liltllS. 



^ 



^ 



^ 



^ 



Diminished 
or imperfect. 



ZjBC 



Pure. 



321 



Augmented. 



jyygr 



iE 



Diminished. Minor. Major. 

bt M ^ tit 



^ 



fe 



fe 



Diminished. 



Minor. 



E^ 



iac 



isc 



Diminished. 

b^ fei_ 



Pure. 

8 



3C 



^ 



-4^" 



r^ 



I2ZZ 



j;;^ I I h 



Extreme. 



3c: 



B*- 



Major. 



32= 



fe 



3^ 



Augmented. 



izz: 



4^ 



Minor. 



Major. 



'd?' 



Extreme. 



The TvnJUhs, Elevenths and TAtr^een^A^, are, as regards their position, 
nothing more than Octaves of the Third , Fourth and Sixth. They are repre- 
sented by the Fij^res 40, 41, 43, in case of their Mowing each other in 
succession; but with this exception are intimated by the figures 3, i, 6, for 
the sake of brevity and simplification. 



^^ 



{ 1 1 



ji-i 



ilLiil 



if^rrr^'n 



2iE: 



** <H V bV , I i ^l I i V • V bV ta'/ b? ^l b» 



» ^ t br » ♦ ""i i 4 » t b7 ffy b» ♦. r» • 

IJLJ J J J|| J. I I .1. I .)■ II :i.-]M-'Hl 
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When the signs of Transposition become necessary to the progression 
of intervals, which hare not been presupposed by the original key, these 
signs most be written as in the following examples. 

The intervals which are included in the original key are called natural 
intervals, flat or sharp, major or minor; they are called accidental when 
signs of transposition are required to indicate them. 

A stroke through the figure, or a sharp ft at the side of it, either on 
the rig^t or the left, raises the interval half a tone higher; e. g. 



r_ ¥ II fM" I I r H' II |, j||, n 



s 



or: or: 



IZC 



i 



Btf 



• i* 



3ZI 



^ 



A flat I? placed either before or behind the figure lowers the interval , in 
similar proportion, half a tone; e. g. 

5L_Jto „ .s^b«^_„ „— bfi- 



l\ 



r r r I I r 



f T ^ ^ 



lb 






iw! 



-^J» 



The sign of Resolution t| (or natural) reinstates the interval in its former 
position; e. g. 



^ 



*f I I I H'' ^'' I ^ — [I 



k 



b* b« 



3C 



— fea- 



S^ 



^M 



Two strokes through the figure, or two sharps |||, or a double sharp X, 
or a stroke through the figure together with a simple sharp annexed, raise 
the interval a whole tone higher ; e. g. 



issc 



zssn 



^' 



-«»- 



Hl^- 



nm* 



-9- 
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In order to lower an intervaJ by a whole tone (in the flat-keys or scales) 
a large p or two small ^ must be placed before it ; e. g. 

bfS tiUp n ^ 1_ 1^- „ f^ \i^ tilpL 



- ^ " k^ 



It 



^ 



V« bb« 



b^ 



\r 



• br 



bbr 



inzc: 



The sign of restoration to the statu quo , after this kind of transposition, 
is ijj}, lit? e. g. 



i^^m 



I^ W^NrE^ 



i?#» t5- # 



ti b> r bb« l;b« M 



^ 



In some of the works of the old Composers, and occasionally in more 
modem ones, we find flats prefixed to the piece, and afterwards resolved 
(annulled) either by a sharp or natural, or by a stroke through the figure; 
and a similar custom in sharp-keys , e. g. 

3£ 



fe 



^ 



^^ 



instead of 



ti* 



B* 



tjr 



I. b« 



J^ 



jyg-: 



b» 



instead of 



_t» 



-^- 



JJL 



3^ 



Ji_ 



-^- 



The imperfect Fifth, as also the minor and diminished Seventh, is com- 
monly indicated by a {^. 

This sign is usually placed, by more modem Composers, after the 
figure, e. g. t^, i^, 6}?; and in like manner the resolution of the same; 
e. g. 2i), it}, sif, 61}, but a stroke may also be drawn through the figure, to 
produce the same effect; e. g. i, «, «, ^. 

The Third may be indicated by a simple flat, sharp, or natural placed 
over the note. 



^^^-^i^ft.Ht#^^ffi^^ 



W 



^ 



I22I 



^^ 



* 



m 



bb 

I2ZZ 



w 



I 
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Another received method of indicating transposition (and one which 
renders it easier to distinguish at a glance) is to place the sign, j^ or jj^, im- 
mediately before the figure ; e. g. {^2, |?4, t^5 ; lj2, l}4, Ij5 , i}6 , i}7 ; j}4 , ff« , 
$5 , Jte, f?. But it is better, for the sake of avoiding the chance of mistakes, 
to draw a line through the figure; e. g. 2Vy 4bi 5^, 6^ ; 2i}, iif, sl}; %, 4, 
»> 4>, 7. 

This kind of stroke occurs but seldom in cases of the Octave or the 
Ninth, it being then customary to prefix the | or i? in natur4, or after the 
note; e. g. #8, #9, IfS, l}9; ^8, ^9 ; or 8#, 9jt; 8l},.9l}; 8>, 9i^. - And 
similarly in cases of the Unison; e. g. {f4, bf, t?4 , or 4{|, ^i^ 4{?. 

Double sharps, flats or naturals (resolutions of transposition) are only 
to be found thus indicated ; in-, or, X2, 6X; t]^, or ^^, 7^?; I)t?6; St)]!; 
lri|3; 8l}b; etc. 

Where the sign of transposition stands alone, over the fundamental 
note , it refers , as aforesaid , always to the Third. — 

The figures are always to be placed over the Bass-part , because nearer 
to them or underneath them it is customary to write forte 6l piano, mf., rfz», 
pp., dolce etc. But sometimes , when, for example , one part is written over 
another, one for the Violoncello, the other for the Gontrabasso or Organ, 
— or in Fugues , where the entrance of the subject is indicated in the Bass- 
part; the simple notes must be played, and no chords struck before the 
figures occur. 

When the right hand has an obligate passage to execute, it is expressed 
in small notes, e. g. 



^ 



T 



r 



r 7 



These chords or single intervals , the figured harmony to which does 
not stand directly over the note, but a little on one side of it, are not to 
be struck at the same moment as the bass note, but after it, in proportion 
to half or one third of the value of that note ; e. g. 



^ 



^ 



or 
still 
better 



; id est: 



or 

still 

better 



id est: 



■JStl 
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Every indicated hannony is to be retained as long as the bass* note 
stands unchanged; for instance, the common chord is here to be retained to 
the middle of the next bar, until a new figure appears ; see the example : 



:«: 



i& 



3ZZ 



[JUj J J i -nyrit i jrrrif^^ 



The same rule holds good where the bass notes are raised or lowered 
by an octave, or where passing notes, belonging to or agreeing with the 
harmony, occur in the bass-pairt; e. g. 




When two figures, adjacent, are placed over a note which can be divi- 
ded into two equal parts , each of the harmonies thus indicated is to be re- 
tained for half the duration of that note or interval ; e. g. 



m 



U 



^ 



ZBC 



i 



w 



g=2S£ 



b 



i^ 



Tb » 



^J 



-^- 



3C 



Where three figures, adjacent, are placed over a note, the first of the 
harmonies thus indicated is of half the duration of that note ; the other two 
chords make up, together, the value of the remaining half of that note's 
duration. 



H^^ ^^H N -' ^^h J ^ j , J II 



m 



^ 



i t »i 



_^ !> 



}> 



:zc. 



-W- 



=22= 



-*- 



Four figures, a<yacent, indicate that each of the required baimonies are 
to have one fouitii of the value (in duration) of the fimdamental note; e. g. 
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f r f r i f<^ F Jij'ij JiJiJiJijTi 



b 



a4S4 tr^st sSTts ubi^s 

ItlS 1S44 SS43 4^1Z1 



"Tg" 



Flye figures are to be interpreted thus : 



frtft^yir H TTf ?n^i 



^^ 



U I U II 



T|) • 



^ 



^^ 



Wlien two figures , adjacent, are placed over a bass note divisible into 
3 parts (a minim with a dot) the harmony which stands first indicated is to 
have two thirds of the value of that note (one minim) the other harmony 
having but one third of the same. 



m 



^ 






When the piece of music is in triple time, §, J , each figured harmony 
has half the value of the bass-note. 



^) l i j:|J: i\i ^^ 



^l 



^^i^ 



-iSh^ 



^ 



When three figures stand over a note in triple time , each of the har- 
monies has a third of the value of that note. 



^F=y^p-1^^>j I 'l\ I I ^>F I ^ 






-^-a- 



"TSTT- 



-,^-a- 



^1 



R 6 rb 

3 4*'^ 



^ 
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When there are four figures, the two first harmonies have severally 
the value of one entire third of the value of the bass note, thus leaving but 
one third to Ibe other two figures ; e. g. 



ip=l, rF l i r^ M li ! | -^ ^ 



^ N 



m 



If I I i » » t Si 



t)i * - 



3= 



^ 



IfSZ 



-tf^i- 



-^- 



Five figures are to be subdivided as follows ; 



ftt^-^nrr^^jMiy^ 



F=F= 



* 4f i* 



hr , t » br I 



^ 



"Tgnr 



3fc: 



■#r 



Dots placed after the figures may be used in this way : 



^,fi4^;yMqf^p=#^^ 



1^ 



hr • I 

S 4b 



» • 6. \>T I 
1 • 4^ B* S 






^ 



t=:=^ 



^ 



^^ 



But a horizontal stroke serves the same purpose ; e. g. 



s 



U f I | -^T 



g y ^ 



When figures are placed over a dot, the harmony thus indicated is to 
be placed before the note which follows after the dot, and the duration of 
the intervals is to be reckoned by the note preceding it. 
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The same rale is to be observed in case of rests y i. e. should they be 
longer than quaver rests ; e. g. 



b~t-n| - 



* 



^ 



All figured harmonies, on the other hand, which are placed over a 
short (quaver or semiquaver) rest, are to be played as they stand, i. e. over 
the rest, and the note immediately following determines the origin of the 
chord; e. g. 



^ 



1 



P' r t&CfH ^^p 



Those harmonies , however, which are written over a long rest, are 
indeed te be played over that rest, but they are formed with reference to 
the preceding note; e. g. 



■^ 



i'^ ^ ^ I I h ^d. 



I «N 



^ 



^^ 



M^ r - II r ij±:tj^ 



5 



A horizontal stroke intimates that the accompaniment , as consisting of 
the preceding harmony or single interval , is to remain as it was. 



^^g 



tzr 



3Z 



"| i S^ 



^ 



ras: 



b 



i 



J^ 



lb 



\ 



m 



-fe^ 



Nevertheless, the chord or interval may now and then, especially where 
the movement is slow, be struck again. — Over all passing notes in the bass 
(denominated irregular melodic sequences) which, although occurring in the 
accentuated or rhythmical parts of a bar, do not harmonize with the chord^ 
is placed a stroke thus /; over such passing notes as agree with those for- 



iO 
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mkng the chord (and whidi are called regular sequences) is sometimes drawn 
aliorizontal line, but not always; e. g. 




jlfter two , three , or fom* figures placed over each other we generally 
meet with as many horizontal strokes ; that is » in cases where it is not ne- 
cessary to change the chord ; e. g. 



^^ 



^ 



or; 



^ 



^m 



£ 



r 



^m 



Whete the rules for the distribution of the figures are to be infringed, 
and the duration of the notes in the accompaniment is to be varied, the 
composer is to insert a horizontal stroke between two figures, as a guide to 
his intentions. 



I I ^ 



^ 






i^^ 



instead of: 



zstz 



ZjOLL 



I 



The oblique stroke / placed over a passing note intimates that the next 
figured harmony is to be played at the same moment as the interval over 
which that stroke is drawn ; e. g. 



3 



[■)= I" f f I I 



A half-circle ^^ drawn over a figure (this sign is called, after its inven- 
tor , Telemann's arch) is used by many Gompoeers to indicate : 
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-it 



First, the common harmonic triad with the lesser Third and the dimi- 
nished Fillh; e. g. 



1^ 



IT 



^ 



^ 



■■^fy^i 



zzo 



i 



Secondly, certain imperfect chords, in which any one interval is 
wanting; e. g. 



I M 1^ 



=*: 



* 



-4^ 



^ instead of: 7 or: ^ instead of : J 



y- » 



" II 1'^^ II 



=#=: 



Thirdly, different kinds of Suspensions ; e. g. 

^ fa «, 



Fonrthly, harmonic sequences, upon a ground-hass. 



j^-^f-H^M^ 



^—f rr I r r I r* H 



Fifthly, passages that are to be accompanied by two-part harmony, 
as for instance ; 



Id 



^^ 



in which case, if the Composer does not desire the full chords, it would 
be advisable to write <l dae over the figures , to avoid mistakes. 



IS 
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f r ir r \r r^ 



3E 



S 



-<^- 



^ iffftf. 



b^fr i ffrf i rr^^tt^glij^^4;_ji 



Where the words unis<mo^ unis., aU unisono, aW oUava are written, 
the passage in the bass -part is to be repeated in the octave immediately 
above , by the player's right hand ; when the accompaniment is agdn to be 
enriched by chords they must be indicated by the proper figures ; e. g. 



1^ J.j.r r, i:£r^;ft f^ ^ 



^ 



^ ^^ 



-m 



£ 



? 



=zz 



i: 



Tasto solo, or the abbreviation T, S, means that the bass note is to be 
sustained without the addition of harmony until the reappearance of figu- 
res ; e. g. 



^ 



^m 



f 



T.S. 



ZiSSZ 



n SL 



^ 



y — a- 



^ 



It would be advantageous to adopt the sign to indicate a pause in the 
accompaniment y this being more appropriate than T. S. and more quickly 
written ; e. g. 
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SECOND CHAPTER. 



All Discards must be legitimately prepared and resolved; i. e. they 
must previously have been Concords, and be capable of becoming so again ; 
they may be resolved either from above or below ; e. g. 



? ^W l k ' - l i r-.riTl~r r 



^r~r 



tz, 



5 



Discords of every kind may be played freely and without preparation 
over permanent (sustained) basses; inasmuch as they cannot be prepared 
on account of there being no change of bass, which very circumstance ren- 
ders their preparation unnecessary ; e. g. 



bi 



H bt 



-7^- 



The insertion of a sign of transposition , which lowers a prepared Dis- 
cord by a tone or semitone , does not invalidate its i^reparation ; e. g. 



=& 



^ I j V f 



a^-^ 



I2Z= 



ZZSO 



flT 



rb 



b» 



^ 



te 



T/g" 



In like manner we often find one Discord resolved into another; e. g. 



4 ^J J , J: „ .t^d 



=1= 



i 



w 



^ 



^ 



r 



fJ'JIf ri7 



M 



w 



^^ 



Sometimes it is not resolved ; the progression of the fundamental bass 
supplying (he place of its resolution; e. g. 



14 



msT ncTioN. 




i^^ 



J: j-> M-^n ,Jrf.,J^- 



m 



^ 



^ 



3 



3C 



But even where the resolution of a Discord is delayed for some time by 
the introduction of other Discords, it is still indispensable to resolve it, 
sooner or later, into a Concord. This kind of writing is called a retarded 
resolution* 

Occasionally the right hand does not await the entrance of the bass- 
note over which a Discord is to be resolved, but anticipates it; for in- 
stance :. 

f7 



:*: 



1 [JL j I J J I I 



And sometimes this is done by the left hand ; e. g. 



III , ftj^ II jM i 



^)^^^^^=ffF^ 



Both cases are termed Anticipatio , or a forestalling of the resolution. 
A. Anticipation in the treble-part, when the oblique stroke / is to be 
used, as in the case of the passing notes before mentioned. 



i ff I f I i f nTPf i f f iffi^Q^^ii 



^J' l r Mf ^' i r fij jiJ j'lf nif^ 
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. B. Anticipation in the bass -pari, to indicate which the horizontal 
stroke — may be used , as in case of the regular sequences. 



~>J: 



^ 



giintti|TfM l K l ^^ 



I 



l^'J'J i pf i rr I f rlJ'J I J'r Irf IC-? li 



When the bass-note is repeated by the next chord in the treble-part^ 
before the Discord is actually resolved , it is to be viewed only as a change 
in the harmonic position; e. g. 



1^ 



^^ 



f>' 1^ f f ^^ 



When the note by means of which a Discord is to be resolved (by the 
right hand) is taken up by the Bass , we are to regard it as another form of 
resolution ; the Discord is then in fact resolved by the Bass ; e* g. 



^ ^ f^^fjii II 1^ |Tl"$;"t'^ I t 



*i. 



^=^ 



m 



±± 



'•b 



f^ 



Short notes (as quavers) seldom have an individual accompaniment. 
When they are struck without accompanying intefvals they are called pas- 
sing notes. Single notes of this kind are not figured ; where there is a 
group of than a horizontal stroke is drawn over them, extending as far as 
the right hand is required to pause. This occurs in all sorts of measures 
and tempi, and in very varied shapes. Sometimes half the number of no- 
tes consists of passing notes ; e. g. 



^ 






I 



: b= ffirit \ r^-M 



16 FIRST SECTION. 

Sometimes less than the half^ and this is more common; e. g. 



t 



^^ 






If the piece of music be in quick time, and the notes are short, we 
often find the greater part of them passing notes; e. g. 




On certain occasions, which will be recurred to in the following pages, 
we meet with what are called passing intervaU. These are of three descrip- 
ti<His: 

First, when the bass-note is permanent; e. g. 



g ^ I p^ ^11 r- i f 



^i — - 



br 



A. ^« 



zzc: 



I 



Secondly. When the intervals forming the accompaniment remain un- 
changed, while. the Bass moves on; e. g. 



3ZZ 



1 






:i= 



:#: 



■jsc 



b 



^ 



^ ^^rrriy^ l i 



s 



or: 



^ 



y 



J- 



^ 



1 



f 



T M 



I'- t/i'UyJU^ PTnr^sivi 
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Thirdly, when the movement is extended to both parts; e. g. 

JuJ , J' ri 



'Wi'''i;'ij^j',y,''f 



1 



» f I f ffif' li-i^ fijrvr ^ 






- 1 t|r 



:jL4j-i.Jrr'^ ^ 



;j'. rJ^^ ^ 



u. 



^^ 



When the accompaniment falls only upon those notes which, in re- 
spect of their rhythmical value, are the longest, the passage is called regu- 
lar (transiim regularisj ; when the passing notes are of equal value, the first, 
third, fifUi and seventh are the longest (on account of the accent); the fourth, 
fifth, sixth and eighth are shorter: e. g. 



1. 8. 1. 8. 



1. 8. 1. 8. 1. 8. 



1. 8. 1. 8. 1. 8. 1. S. 



r f J I I ^ fjZ'i I I I N I r F+a 



In case of the accompaniment, which properly belongs to the shorter 
bass-note, being anticipated , and thus falling upon the longer note, the 
passage is tenned irregular (transitus irregularis) ^ and is said to contain pas- 
sing notes of permutation : e. g. 

i 



^^ 



^ 



" u 



iL. 



H: 



^ 



S 



r-TT I I ^^ii 



t ^ ^ 



Besides the usual and far preferable mode of distinguishing this sort of 
notes, viz: an oblique stroke /, we find them often indicated by a circle 
or halfi:drcle, 0> v«/> ^^^ sometimes by the sign ^^; e. g. 




p 



lb q by. 



Mi) • W) ^ 



f ^ J II r r 'r pn j j ,}\ 



This irregular transit consists in fact of those anticipations of Resolution 
which have been already mentioned. 

BMlhoreo, 8lo4iM. % 
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FmST SECTION. 



The Discords which arise from the traiwii in both parts,* fel>ote and 
below, cannot always be resolved'at once, even though they may have been 
legitimately prepared : e. g. 



^^ 



5 



This is also the case with those chords which by ineans of an enhar- 
monic change in the modulation appear as real Concords : e. g. 







The accompaniment is called united, when all the MeTvals belonging 
to the single bass-notes are played by the right hand ; e. g. 



w-m-t - 



>i r r r 



If, however, two or more notes- are played by the' left hand also, the 
accompaniment is called divided; e. g. 



r r r r 



-jSL. 



^ 



^m 



.:rfrf | - || |^ 
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THIRD CHAPTER. 

.Fcmdamental chords are those which give origin to others, and are of 
two kinds only ; the perfect or pore triad 2 , and the chord of the Seventh 
• ; all others, which are derived from these, are called chords of transpo- 
sition or secondary chords. 

If we write a Bass which involves nothing but triads and chords of the 
Seventh, that bass is in fact the real fundamental or groimd-bass. 

. . . . I 

Thorough-bass. 



Gronnd-baM. 



m 



^ 



J j| Jr f r 



^TTTl J N J J ; I J ; J f N r a 



A Discord^ is usually resolved by a diatonic interval (hwmoards; but 
there are some discordant intervals, especially those termed extreme, which 
are resolved by a similar intervtd upwards, viz: by ascending; e. g. 



red by i 



i: 



^ 



mr/tft^ 



A: 



a 



* 



^ 



T 



m 



-?z- 



^ 



^ 



If the Resolution , which ought properly to be made in the upper part, 
be carried over to the bass or to another part, it is called a permutation of 
Resolution : e. g. ' 



i 



^ 



^ 



instead 

of: \ 



\>' J f II -U 



instead 

of: i .,{ 



-f e^ IJ 



^ 



that is , 'when the Bass takes up one of the intervals belonging to die har- 
mony, before tbe Resolution occurs ; in oonseqneoce of ivMch botb chords 
are ba$«d upon one and the aame fandaneotal chord; 9. g. 



3^=F 



^E 



^ 



P 






nt 



^ 



122= 



*) This sort vf Diseprd is commonly termed Suspension : our english musical 
phraseology does Bot, hitherto, admit of very nice distinctions ; spero meliora 1 P. 



fiO 



FIHST SBGTION. 



If, OD the contrary y a whole chord, or only a single interval, be 
strack in the accompaniment before the bass-note changes, it is called an 
anticipated Resolution; e. g. 



rszi 



r 



^ 



not 
Antici- 










•'^^= »• 



j^ j J II C'\r^ 



This proceeding can only then properly be termed an Anticipation 
when it occurs after a Discord; for the second Example shews that the false 
(or diminished) Fifth, which forms the preceding Discord , is in reality resol- 
ved beforehand ; but this is not always the case ; e. g. 



ds=a^ 



^ 



i ^=rrr 



without 
Anticipation. 



^kd 



=^ 



^^ 



The following Example shews that preciMy similar Anticipations may 
be made in the bass. 





1 




/ 


a\ 


^ 


1 


t1 55 




1 


_ =ZZ 


9 




3 1 


1 


^. i ^— 


I 


1 


^ d 1^— 


-^ f 


\ 




1 



withoat 
Anticipation. 






Where we havjB passing notes, ihose which are ingredients of the chord 
i to be observed ; these are called- harmonic secondary-notes : e. g. 



^^^^J^J^^ i i fffi ^ i ja-.'ji;i i 



In a similar manner the strict Resolution may be avoids ; e. g. 



^ 



3=f= 






m^ f II f-TF I r' CJ 1t 
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And like'Vme over a sustained bass ; e. g. 



^i 



^ 



^ 






IZC 



j g 7^ 



in this instance omitting a chord; e. g. 

-1% 



sv 



j: r t ^ 



. . }*> or: 4 



# 



s 



^ 



^ 



^ . instead of: * • . 

i^ > b* *b 



^g 



^^ 



also by changing the Discord into a Concord , and vice versft ; e. g. 



1 



^ 



^ 



9^f^' II '^' ^' I I °"-J-c 1^* II ^^ 



The pure triad is a chord which may be played without the guidance 
of figures, but if figures corresponding to its intervals are placed, singly or 
together, above or below the bass-note, they have a particular meaning. 
Sometimes they indicate Discords which are to be resolved into other harmo- 
nies without change of bass; e. g. 



m 



i-^LJ ^ I I i '^H 



^ 



ZZZZ 



sometimes, when. Discords follow, the triad is symbolized beforehand, for 
the sake of perspicuity ; e. g. ^ 



zsc 



s! ^ I « -r-'ht\ddU=t:^ 



3E 



m 



Pn7 



^ 



bi 



H I 



ZZLL 



IZZI 



9S 
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Jf 



sometimes it is well to distinguish one note of the accompanimeot which ap- 
pears to be a passing note; e. g. 



'>' di ^ " ^^^ 



Accidental major Thirds are generally to be found moving upwards ; in 
four-part harmony they may, however, descend; e. g. 




The common signature for the chord of the Sixth is simply the figure 6 ; 
occasionally we meet with symbols for the other integral parts of it; there 
are various reasons for this. 

^1 immelodic sequences may be avoided by doubling single intervals. 



M 



^ 



m 






B 






^- 



4= 






s^ 






Tlus artifice becomes particularly necessary when a Fifth follows di- 
rectly after a Sixth ; the Example shews what intervals may be doubled in 
this way, and some varieties in the position of the Sth.and 6th; 



s 



-«»- 



31 



^^ 



^*=tp 



^=?^ 



=«^ 



rac 



£ 



^ (S 



m 



q^-tf^ 



— ^ " 



221 



^ 



In the free (or florid) style the Sixth is frequently used- in coi^junc^on 
with the Octave : e. g. 



M^j II n F r^ 



S b7 



^g 



^ 
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When the Sixth is played together with the diminished Octaye, no 
olher interval is admitted into the chord : e. g. 



( Lf f fif[^-^^ \\ ^^~^UiHn 



L ji^ fttrii 






f"? 5 



« I S 



ji nn" f ^^-*r v\ir r ii 



The augmented Sixth ia a Discord which may be nsed without prepa- 
ration , but must always be resolved upwards : e. g. 




The Discord formed by the diminished Sixth is of rare occurrence; e.g. 



^^±-f>L^ 



m 



^V^ 



{ l^i E 



When in the accompaniment (written over a figured bass) the- position 
of the Third or Sixth is altered by means of a short note , the foregoing har- 
mony is to remain as it was, whether (h^ tin^e of the movement be slow or 
quiok. — 

Now and then a sequence occurs', in connection with a chord of the 
Sixth , when it becomes necessary to adopt five-part harmony ; e. g. 




The iupposUiHous, diminished harmonic triad is usually either not symbo- 
lized at all, or only by the sign of the false Fifth (6{?). In the sharp keys 



24 



FIRST SBGTI0N. 



a Natural (!}) is used to indicate the false or minor Piftti. Occasionally we 
find the other figures indicating this triad placed over the fundamental note; 
but inasmuch as the chord of the Six-five ( f ) with the false Fifth is often 
symbolized by the figure 6(7 or 51} ^ it is advisable to draw an arch ever the 
6 (5^ or 5^) where we intend the diminished triad to be used. 

The supposititious, augmented harmonic triad consists, in addition to the 
extreme Fifth, of the greater Third and the pure Octave. This chord is. in- 
dicated by the symbol of the extreme Fifth, viz: «, 6l}, or, if it be prefer- 
red, by the other figures corresponding to it. This form of the Fifth is a 
Discord which may not legitimately be used without preparation ', and must 
always ascend: e. g. 




The same interval, metamorphosed by a change of bass into an extreme 
Third, is commonly used as a grace in a piece of vocal music in slow time, 
and as a gentle transition to a new modulation ; e. g. 



J 1^ 1 A, .li 



I i ,> . .1 ! I. . 111. I 



^ 



te 



^- 



^4pfe 



I 



The chord of the Six-four is indicated thus, J. 



The diminished Fifth 
must be prepared ; the perfect Fifth may sometimes be used unprepared ; 
e. g. 



JT" ^ I I '4TJ ^^ h F4 



6 - 






22= 



i 



g 



t! 7 



« 



■T^- 



h 7 



Here the perfect Fourth is in fact, not very dissonant, but this does not 
remove the necessity for its resolution, except where it occurs in a transi- 
tus (sequence of passing notes) e. g. 
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S» 



i 



^ 



i 



fc* 



m 



I 



ffrTffI rTTT-^ 



The pure Fourth may stand Id coojftnction with the greater or lesser 
Sixth , and be resolved into the perfect triad ; e. g. 



^^^ 



% 



i^^ 



m 



t i 



m 



But this is not always necessary, whether the Bass move on or be sta- 
tionary , because other harmonies are often indicated by a set of figures, 
which harmonies may indeed postpone the resolution of the Fourth, but do 
not annul it; e. g. 



fi*^- if4 *s^7»ri7 



^ 



f 



ii 



3Zz: 



Jt J^^ ^J |J^ =ilJ|^ 



When, in a chord of tfie Sixth, the Third is delayed by the presence 
of the Fourth i the combination is a very delicate one and is best treated in 
three-part harmony ; if a fourth part be required , it is better to double the 
Sixth than the Octave. In a passage of this soft all the three Fourths and 
both the consonant Sixths may be used ; but the Fourths must be prepared 
and must also descend. It is therefore necessary to indicate them by a par- 
ticular sign, for the convenience of less practised players. Where tlie di- 
minished Fourth appears, it is in connection with the diminished Sixth ; e. g. 



j^,i J I j II p: J ^ 



J! iU \ M.LA^ ^ 



M 



FIRST SECTION. 
The augmented FeuHh is conjoined with the greater Sixth ; e. g. 



• fe-tf^fTHh 



S 



The pure Fourth is copjoined with either the greater or lesser Sixth ; c. g. 



^^^^^^m 



^^^ 






^ 



-^- 



When the chord of the Six -four, constructed over a stationary hass, 
follows or precedes a chord including the false Fifth, three-part hannony 
must be retained: e. g. 



^j I J, II >f f ^ ^ 






J „ ^^ ' '' 



ZEs: 



^ 



If, howeyer, a fourth part is to be admitted , .the Sixth must be dou- 
bled (as in the former case) and the Octave omitted; e. g. 



4-^1.^ I I 






The chord of J is here shewn as a transitory chord, the passage is 
properly written thus : 



^ I 1 1^ ^ I I i^ II 



^ 



£ 



Where the extreme (augmented) Fourth .occurs , as transitory, the bass 
is not always allowed to descend; i{ may also remain statiohary; e. g. 
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M 



■4-d 



^- 



f f iflf f If 



^ 



:3sc: 



E 



^ 



In the following Example w« find the extreme Fomrth occurring proma- 
torely, by means of Anticipation , instead of being carried over, somewhat 
later, to the Sixths by the medimn of a passing note: e. g. 



i\f i hr-i-P 



f^}j\f i hfjf -^^m 



^ 



^ 






It is well to make a dbange of bass effect the resolution of the false 
Fifth, and also to arrange Uie figures as if the seowid note were to make it 
pass into the Octave ; e. g. 



J\\ I ^i-£j I " I I .1 1 ^ II J [--■ ]] 



We sometimes meet with the purQ Fourtii and the Sixth (J) immediately 
preceding the chord of Seven-five (l), in which case three-part harmony is 
to be used. 



f , ^iif i i tf^44tM=i^ii nig 



t I 



i it K ^ I, 1 ! D 



When the bass ascends, the chords of J and J , in succession, are also 
to be treated as three-part harmony ; e. g. 



^ VI J f'f i rl 



ae 



naST SECTION. 



It would be incorrect to write the chord of Six-four for the sake of a 
passing Fourth: 



xiff^ i V 



a^ 






because this is only. suited to vocal music, and in the strict style ought to be 
written thus : 

ii 4\iJ „ 



^ 



The chord of Siz-four-ttu^e is indicated by the Signature J , and the 
figure 6 is only added ({) where a sign of transposiUon , jjfi or ^, {^6, t|6, 
is required, or when that chord effects the resolution of the Discord; e. g. 



m 



t — g 



i?^y- 



si i i4. ^ 



h H 



m 



e 



m 



b! 






-*-- 



or when that chord passes on, by a transitus regularis, to another interral, 
the bass-note remaining stationary; e. g. 

J IhJ J I ^ I I—: 



^sz 



^Bf^ 



e . a - 



The lesser, greater and extreme Sixth, the pure and augmented 
Fourth, the lesser and greater Third, are the intervals which occur in this 
chord; e. g. 



l \ il' \ hl \ i-H \ hl \ ^ ^ 






^5= i 



[>' r l r l ^l l ^l> FH^f f -1^-^ 



SYSTEM OF THOROUGHBASS. 



Instances of the QU\|or Sixth ci»mected with the extreme Fourth and 
greater Third; 



<g T^ < 



tfl T ^ 



•^ ■ . <g 



if^mw i \ f^ 






vj^ 



I PI 



s 



22£ 



i » 



: t « « 



:4: 



gS 



•^- 



W 



:3azi3Z 



zz: 



Instances of the minor Sixth connected with the pm« Fourth and the 
lesser Third ; 






k 



F^T^ 



J ^j { ^i 



bl » i li tjt 1 



^ 



£ 



-^- 



£ 



^ 






% % *T ''^ '^JL 



i§ 



Instances of the major Sixth connected with the extreme Fourth and 
the leaser Third; 



t T i tt .J -r^ 



.^_ 



=fe 



J- T^J J , 



^ -^r r I I ^:=h-<nUj 



Instances of the mjigor Sixth connected with the pure Fourth and the 
msgor Third; 




M 



FBST SECTION. 



Instances of the extreme Szth connected with the extreme Fourth and 
the greater Third ; 




It is sometimes necessary to include the Octave in the chord of Six- 
four ; not so much on account of (he required fuUness of harmony as on ac- 
count of the resolution of a previous, or the preparation of a subsequent 
Discord; e.g. 




y i tJ i r r 



^ I I TK Ml 



Id passages like the following: 



^^ 



m. 



i 



chords of the Sixth are to be played, because \ would grate too harshly 
upon the ear, ais not agreeing with the melody, in harmonilc sequences like 
the foUovnng it becomes necessary to make the acccgnpaniment ftiller; e. g. 



i 



^j-J J. 



^ 




J^=^ 



iP 



^ 
* ■ 




S 



m i^lr-^ 



The clHord of Six-fi?e consists of tlM Thind, Fifth and Sixth; it is de- 
signated by J, or (occasionally) by the figure 5)?, viz: ulien the false or 
flat Fifth ia^fdmitted. Three kinds of Sixths, the extreme, mayor and minor — 
two kinds of Fifths, die Irise and the pure — two Idnds of Thirds, the grea- 
ter and lesser — may go to form this chord: e. g. - 
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M 



!i J i rVtr"fVf t rt^iFJ^f^i^"^i^ a 



b' Ji'' ju .iu^\..v' \ r r iJ ^^ 



In ih!b oeit Example is 3hewn*a peraratation of the baimony and an 
Anticipation of the transit: 



^ 



}^ff^Y 



w 



fj:^f~4 



L 



h"rr 



izz:: 



•Sometimes the Octave must be admitted as a fifth part, on account of 
resolving or preparing a Discord : e. g. 




When the chord of Six 'five is resolved into the Six-four, over a stotio^ 
nary bass, the Octave is taken as a fourth part, and the Third is omitted; 
because the correct wrifog of this combinalion is the Six-foiDU* harmony 
alone, the Fourth being thus kept back by tiie jntervention of the pore 
Fifth, and the latter in like manner prepared; e. g. 




88 
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Bat if no Fotirth follows upon the Fifth (the bass being stationary, as 
aforesaid) and oiher intervals succeed ^ or the fiiBdameiital note is changed 
(moves on) , the usual accompaniment of the Six-five harmony is to be retai- 
ned. In the above cases it is customary to drav^ an arch over the 5 CT), 
and this is frequently met with in organ-points : e. g. 



J.IJrrJJ iJj 



g^=^ 



^ 



iJU 



m 



^ 



a 



-pt ~ffp 



• T « - 

Li « 



t 



. » J i X h 



t 7 I % 



\ 



1?-^ 



S 



-^- 



ZjSC 



I a 



Ux 



h ij . . , i.^jJj.. .. l» ii.^^ 



"fifW K ' vr Jn^^fT f 



-1" 1 l-} ?T . • ' 1 "i . • >" J b • "' 5 ft D 



^ 



"TTTTf 



>» J 



^ 



■^- 



I ..iijJ..Li^i»i.-i 




In this chord the extreme Sixth is always united wilh the pure Fifth 
and the greater Third; 6. g. 
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The following examples shew that the Sixth with the false Fifth may he 
Struck together without preparation , and this even in the strict style of 
composition : 



^ 






^^ 



I r B rit* ni f I*!' rii n * ^ 




fe 



i b'^- fii» n^-.fi^^^r I f ^^M-^ 



This .unprepared pure Fifth and resolution of a Discord is explained 



tbw: 




Ik 



N- ^^U Jr-MM l r<T? | rrr| 



Hie retenilion of a convenient position of the parts , and of the flow of 
meleily, m atee the o b Ben ron ce of pure progression in the hasjs and treble^ 
are |Uitiiii>le reaseos inr using the false Fifth wiHiout pr^aration, which 
is by no means indispensable. — 

The fUse Fifth is sometimes played together with a duplication of the 
Third instead of the Sixth, aUhough the Sixth woidd not have interfered 
with the modulation ; this is done in cnrder not to offend the ear by a repe- 
titioH of the Sixth when the foregoing Discord is resolved. The llurd is often 
doubled for the sake of keeping the melody uninjured , and also to avoid bad 
partwriting; e. g« • 



• 4 t^ 4 I I r 4 S^ b7 4 ^5 ^4 1 



i 4 tf 4 I I r 4 Sf b7 4 M bi 



BMlboraD, Studies. 



M 
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#^ 






m 



?R==f 



^^ 



The Chord of the Second consists of the Second, Fourth, and Sixthi 
The signatures for it are 2, or *4i] , 4, |[4, (by which the 4th is raised) or ^, 
Oder: I. The Sixth may be major or minor, the Fourth extreme or pure, 
the Second perfect, diminished, or augmented. The dissonant interval 
always occurs in the Bass, either as a bind (suspension) or as a passing 
note , and is always to be resolved downwards ; e. g. 



L > J I i II 1, 13^^^ 




ftF 



^ 



^^ 



^^ 



f II ' K <!'t^ r T I r-n 



-^- 



When the perfect or major Second is conjoined wilii the iwre Fourth 
and mayor Sixth, the Fourth may ascend or descend, ii nay. also 
stationary: e. g. 



gtoJife 



i 



^m 



e 



i> I 



a Lpr fi^i^f-ixi^ri i f i rrt-^^ ^ 



i^ 



% » % 7 






• b--. 



• fiTrifri i fT-fe Sii 



m 
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* 



L-i .. J .J 



f lf f f II f 'r I pi 



!^ 



'y~f I T f u 



f i fr ii fy- 



-^- 



:t 



The same liberties may be taken with the treatment of this interval 
(the 4th} where it is connected*with the perfect and the diminished Second 
sod with the minor Sixth ; e. g. 



f BAA M«VAa l^*1 



]LJ 



fJ= jjj ilHTT^feM-f f I I J.^ ^ 



iiiJ 



i>> I? II f fraf*Ttif I I jn-^ 






>:feJ: 



3i ?^ilH^ 



^M 



J- 



w 



Ffff^ 






When the augmented Fourth appears in conjunction with (he perfect 
Sixth , it may subsequently remain stationary or ascend ; and similarly when 
it is connected with the augmented Second and major Sixth ; but in the 
latter case the extreme ith may descend in a transitus , provided that it be 
carried up immediately afterwards; e. g. 



..=m^ 



^ 






b 



"I'l'i 



3» 



'/\ 
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i .^ j MA .i 



iiitiiihi-;i;irifiiii;rii'j 

% 1 f^ , • . 

% \ If • • _»_ _ » » T ^ b> b^ I • 



^ 



■P= ^ 



^^g 






^ 



^ J ■ J ii J V . al 




i 



^ 



^ 



^^t 



Sometimes the extreme Fourth may descend by the extent of more 
than one interval ; e. g. 



f\ \\i \ \^ \\^ 



'^Mj-H' 1 1 MlTf f f K II 



The Second is doubled in order to covm* the bad progression caused 
by this descent ; e. g. 



w^ 



i 



^^^ 



1 



No figures are necessary to indicate the conjunction of the major Sixth 
with the extreme Fourth , and of the minor Second with the minor Third. 
The extivme Fourth is taken together with the extreme Second , and with 
the former may be taken the perfect (or pure) Second together with the 
major Sixth, in which case the double-sharp signature (4u , or x i) is to 
be used : e. g. 




rvt^n .A r^ m 
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| ,^ A f l 5 I hi^-^Si ^ 



b#-^7-r» 



In a case Kke the following the Sixth must be written with the sign of 
transposition, viz: 



^^ 



j=i= 



-j^ 



^m 






^^=r-^(^J-tm 



The chord of Five-two ( | ) contains in foot only the Fifth and Second, 
but appears sometimes as a four-part harmony by the duplication of one or 
other of its essential intervals. Its signature is |. — Both the Fifth and 
Second are pure , and the Discord is formed , as in all suspensions where a 
chord of the Second is concerned , by the bass ; e. g« 



h—f^ 



A 



-^- 



--^- 



I a^ 






p 



^ 



When the«e is an inregular transit, or pasnog notes of permutation 
occur, the augmented Fifth is sometimes to be met with; e. g. 



^^^^-T-^Tt 



^ 



^ 



The chord of Five-four-two consists of the intervals implied , the 5th 
being major, the 4th and 2d pure. Its signature is ' , e. g. 



iir"rT-^'=^ II p"pig^^ ^ 



-i — ^ 



J_JL 



^ 



I 
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The chord of Five-three-two consists of the minor Second , the major 
Third , and the jnire Fifth. Its signature is the figure 2 with a Natural, and 
the symbol of the major Third , viz. a sharp placed above the t; e. g. 




_«« *' 



j^ ^rn^ ^^^^^^'MI^^N^^p^ rT-n^ 



This chord occurs sometimes in the irregular transit as- an anticipated 
chord of Four-three, and is conjoined with the major Second and minor 
Third; e. g. • 



^?- 



-jgz 



t=- 



• » 



4 



^ ^ ^-sHM- ^^ 



The chord of the Seventh may appear in three different forms ; \ st with 
the Third and Fifth, tdly with the Third and Octave, 3rdiy with the duplicate 
Third ; its signature is 7 or J ; its ingredients are the diminished , the minor 
and major Seventh; the extreme, the pure, and the false Fifth; the greater 
and lesser Third, and the pure Octave. — The Seventh is a Discord which 
may be used with or without preparation , and may be resolved upwards or 
downwards. Passing Seventiis may also be used as sosp^nsions. 




t>=flfMlrJr]U ^^3:ilUJ MIr l f JJIf 



fH-H»r-H=J^^ ^ 



t-.' 



7 b?. 



^^ 



m 



m 



^ 
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If the Seventh be not struck at the same time as the first bass-note of 
the bar, it must always descend ; e. g. 



rf^lH-Mt 



^m 



In the following Examples is shown the proper method of duplication : 




Chords of the Seventh with the greater Third : 






\)^-r\-r-fr^^-h±-l-U-m 



Passkig Sevenths must be very carefully treated ; e. g. 

' J rr J JrJ JTJ m ■ I . T-J-J-J?, 






=22= 



^^m 



-^^ 



IC7«7tr6T# 



7 t 7 « 



^ 



r t(^ ir jJt 



-^^ 



zsszzrzzz^ 



=221 



-^" 



32= 



j—j J J 



^y^^ 



b 



e 7 7 7 7 



i S 



^rriTTiTi^ 



None of the passijig notes which occur in these harmonic combinations 
are to be figured : 



f\ 
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^ 



S 



-*- 



• 71 

S 7 4 4 1 

a » a 



I . 



^ 



^ r r J I I r r r r gj 



Good progressions of the SeveDth: 




j~Ju— i J_:L-i 



I J 4 ^ U^ — q . J ^ — <L 






b ^Sb 



i^i^^^^^^^ 




^^ 



Hie chord of the Seventh is twofold; it consists either of the Seveath, 
Sixth, and Third, or of the Seventh, Sixth, and Fourth. In the former case 
its signature is J 7, in the latter case the Fourth must also be indicated over 
the bass-note, and to the chord of resolution is generally annexed the symbol 
of the Third, as well as that of the Fifth, viz; i { ; 



7 - 

« 6 S 



- M ^ 



i'l / Tft / ^il 



I • 



II J.l 1° | » ^ I 



^W 



i 



7 — 

- I 

- a 



^^=it^=t. 



X 
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In the transit we sometimes meet with the^ Second instead of the 
Poorth; e. g. 

J * I 



^m 



W: 



^ 



j^^ 



s • i 7 • 7 's % ti 

t 4 . a a % 1 4 « '^- 



^^ 



3zr 



I2C 



The chord of Seven-four is symbolized by ^ ; it contains, when complete, 
also tiie Fifth or the Octave. Its ingredients may be the major, minor, and 
diminished Seventh; the pure Octave, the extreme, pure, and felse Fifth; 
tie diminished, pure, and extreme Fourtfi, which last may be resolved at 
the same time as the Seventh; e. g. 



f l s'^V^I|'"* tL J'r'll.Ti. \'>' l, ' ll, ' l ^^ 






J »i • 



1 1 « 



tJ'jI-.j. tr l NIJ ' JEF r-^J II n^- m 



In like manner the Fourth may be resolved before the Seventh , and 
the Seventh before the Fourth ; e. g. 



JTJ- j' l j- JiJ. ^i x -jiM^<4\^K^ 



t fir r~-i^ r -^" =fgy^ 



- 4 » - • 4 - i^I 1^4 - S 



J^ l Jjr' l ^^iyi^gMj^^^ 



^':4-Jr4- ^J- J 



!j|i-:;e I f ^ I I f f fci ^rr^^ 



'^rt^ \^fi 
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jTi'^m^i^f^ 




JJ:'-firf'^,.'^^\H II 



4 — » 






The greater chord of the Seventh consists of the msjor (as opposed to 
the diminished) Seventh, and is expressed by the figures I ; it is used as a 
passing chord and as a Suspension , and may be made a five-part harmony 
by the addition of the Fifth ; e. g. 




^=j u jirtMi^ ^ 



Z2SZ 



1^^ 




The chord of the Ninth consiste of the Third, Fifth, and Ninth; it is 
expressed by 9 8 , when the Ninth is resolved over the same (a permanent) 
bass-note : but if the Ninth be resolved over a subsequent note the figure 9 
is sufficient to indicate it. The greater and lesser Ninth , the extreme, pure, 
and false Fifth 2 the greater and lesser Third, go to form tliis chord. The 
Ninth is a Discord which must always be prepared, and is resolved by 
descending; e. g. 



M J II JTJ J i i M-J 






pf ii-rrf. ftfrrr^^TfTfTf 



\^nt^i I I J IJ B 

i— i J. i—j J I 

»■ f I r r f-±i^ ^^ 



f^SS 



¥ 



\ 
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It 16 not always necessary to resolye the Ninth ; its resolution may also 
be postponed ; e. g. 



jlg.^^ 1 ^ 1 1 tj J-r ^ J 



art I , • 7 .(^ I 

• tas aaaaa^s *b^L. 



iJ. i i lJ 



b r- 



^-i-f-\ r r r |Ti 



£ 



-^>- 



The I^th must never be prepared up<m the Octave of the foregoing 
bass-note, because this involves a false progression: see the example : 



^^ 



:«= 



tfrf a f" c^ 



^ 



.^- 



gy ^ 



It ^J ^ II 



concealed octaves. 

.Tbe chord of Nine-six contains the Thiiti, Sixth, uid Ninth, and is 
expressed by J with the necessary signs of transposition annexed ; forasmuch 
as all three^ intervals may be major or minor: e. g. 



fh- ' i ri „ ^i 'i „ . ' . « „ tA ^J Jri. ^ 



bj ^s"i i fi rn ^ 




3ZZ 



»! 1 'J i 



^^1 



1^ 



^S^gs 



-^~ 



^~^ ^Jl t± -J 



Ba^=jt 




The chord of Nine-four consists of the Fourth, Fifth, and Ninth, and 
is expressed by J ; in case of these two Discords being resolved , both at 
onc^, over the same bass'-note, the figures } are superadded to the signa- 
ture; e. g, -*. 



f'-' 




In this chord the Ninth may be either nuyor or minor; the Fifth is 
akemateiy extreme , or pure , or fsdse ; the Fourth is invariably pore ; e. g. 




If the Sixth be taken instead of the Fifth, (which may be perfect or di- 
minished) the Sixth must be speeialiy indicated in the signature; e. g. 




The chord of Nine-seven includes, in addition to the 9th and 7th, also 
the Third : it is exp|;essed by * wifli the proper signs of transpo8iiioo« H 
these Discords (9, 7,) be resolved, both at once, over the same bass-note, 
they must descend to the 8th and 6th ; e. g. 




^ttl-^r jit 



r ? .' 



-*- 



3 



^ 



^ 



All three of the intervals forming this chord may be major or minor, 
ad libitum; e. g. 




fHir^tor^ 



w » % 



T { i i 



k=:^^-+^-r--=^^ 
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If the Fourth be taken instead of the Third it must be indicated by the 
figure i , and as tfiis interval precedes the other , the transition is easy, nor 
is it less so when the Fifth, which (in this combination) may be pure, false, 
or extreme , is annexed to fill up the harmony ; e. g. 




. usu^ 




w ^ m 



i 



rvf M r 



is 



J I J l r f.| r llj | 7^ 



-^- 



The ingredients of the chord of Five-four are the Octave , the Fifth and 
the Fourth; the signature for it is 4 3 , or |^ in cases where the Fourth is 
resolved immediately; where resolujion of the latter interval is delayed the 
single figure 4 is sufficient. The pure and false Fifth , the pure Octave and 
the Fourth are included in this chord ; the latter must always be prepared 
and be resolved downwards ; e. g. 




In ihe free or secular style this chord is sometimes used as a suspen- 
sion, consisting of the pure and extreme Fourth, unprepared, together 
with the Filth. 

In No. 4 the pure Fourth is ikkea as the next interval descending, and 
is also readied by the ascent of a minor 3d ; 



No. 4. 



^^ 






^1 

1,1 7 



i 



M 



HHST SECTION. 



In No. % the extrenie Fourth is introduced, and prepared by the prece- 
ding note. 



No^ a. 



3 fL. 






^ 



-^- 



^3 



In No. 3 is shewn how the extren^ 4th may be omitted as a suspensi- 
on , and its place only intimated by a signature , the actual accompaniment 
having a crotchet rest: 



No. 8. 



^Ni 



r — f 



^ 



m 



In Ko. 4 the chord of the l^th is subjected to ftU its permutations over 
the first bass-note, and then made to pass into the Fourth both by ihe 
descent of one interval and the ascent of several. 



No. 4. , 



jjj ii j i jj 



h^ \ \'}} \ f'i^ ^ 



• 4 1 • 4 t 



^^=^ M H -f( ^ g 



« 4 t 



Care must be taken not to let this harmony be written so as to involve 
consecutive Fifths. 

f I s s 

• 4 a • 4 s 

^ §-r I I r IT— E 



^H 



rlK^ 



<x^ 
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FOURTH CHAPTER. 

A series of harmonic combinations (chiefly consisting of suspensions) 
fonned over one long-sustained bass - note , is called an organ-point, or 
point d^orgue. The harmony is often complete in itself without the soste- 
nuto bass ; this is shewn in the following examples. The organ-point is 
essentially a characteristic of sacred music /and can very seldom be used 
with effect in secular compositions. 




(without bass.) 



good. 



n^^i^ 



J.JtJ.Ji J- :^ 



uBL 



^^^^^^ 



=S; 



^ 



»=> 



-»■ 






^ 



rSr 



(without bass.) 



-^- 



s 



— ^ 



>^- 



^ 



Z2^ \ ., \ 



<" r ' c r 



• % • » • 



H J lii 



^F^ 



— ^ 



ZBC 



l^lp^^ 



=2i= 



f 




Jw J 



. , a i fU ^ r T ^ jl i g l 



«^ 



rr 



b.» 



^m 



^ 



T13TJ 



zsz 
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• X , 1 • 4 i . • . . • '^4 • bT .4 "4 

4 Sl^ltl 4^a«^7l »4'^llt 



^ 



m 



(without bass.) 






ijJy \ U.^ 






▼ t 4 S 



• b^ ! b 



MLfl U -'^ f i f l J J JJ J Jl^j^ 



It is not customary to indicate by figures the harmony belonging to an 
organ-point; 7. Sw (tmsto solo) is generally written under the bassHMrte, 
and the organist may then sustain it both with 4lie manuals and pedals. 



i^M-|/.V4l ''tj^/ i 



Sff 



X - \ i \ - \ I I \ \', . I \ = "i ',t\ h 




\ vH.\^A,i jir^-^^'i iUi^^ m 



The following examples, in which the figures are set down, are in* 
tended to give a clear insight into the harmony , which , if analyzed , wifl 
be fi>und to consist for the most part of not very abstruse combinations. 
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FIFTH CHAPTER. 
The ealire wfwttm of OhordB. 

The various forms under which the fundamental chord, viz: the triad 
as a concord , appears. 

The major triad, the minor triad, the diminished triad. 



lA4iMldM)rC 



4 St permuta-^ 
tion: 

tbo ekord of 
theSixtk. 

ad permuta- 
tion : 

tliA ekord of 
ilz-foir. 



^^ 



^^jjfj ff ii Jjf ^ 



zai 



W=S= 



-*- 



m 



A 



¥=* 



^ 



BMtboven, Slodies. 
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FIRST SIGTION 



The various forms under which the second fundamental chord , viz : th9 



Badloal chard af 
the levamh. 



n 






:«= 



m 



^ 



I 



minor 7 th, 
mcyor 8rd, 
pure atb, 



minor 7th, 
minor 3rd, 
pure 5fch, 



4al parawtatian, 

forming the 
f hard af 8lz-|V6. 



td permutation, 
forming the Chard 
af Siz-f6ir-thrae. 



te 



g >- a ^— 



^ 



I 



^ ' g> 



^^ 






.^y (g .. ^y- 



^^^^^E 



-^- 



-^- 



f 

3e: 



i^c 



^ fiS> r q g^ g ^ . ^^ 



^<g tftfi- 



-^- 



-^- 



J 



3rd permutation, 
:« forming the ChiTd 
af Siz-fau-two. 



W 



E^ 



=sz= 



^ 



-^- 



=F 



:r 



.- , ^ , Ct. — fS. — r. 



-^— 



1 



i 
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real chord of the Seventh, appears, together with its three permutations. 



-^- 



^ 



major 7tb, 
major 3rd, 
pure 5th, 



minor 7tb, 
faUe 5tb, 
minor 3rd, 



^ 



minor 7th, 
minor Stb, 
major 8rd, 



-<s»- 



-^- 



-g ^^ ± =^ 



^^^Jj 



i g^ g/y :zjgg 



32^ 



t 



-^ ^~ 



-i5^ 



Sr 



^r 



I^S- 



g ^ 



IZS^ 



ZiOS^d^^ 



=g= 



% 



^ 



-^- 



^ 



ift: 



rfc 



^ 



:«= 



-*- 



<» g -g- 



Ir 



:«= 



-«- 






-^- 






ss 
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The Discords shewn in this table are called real or necessary Discords, 
because they always maintain their position, and do not momentarily usurp 
the place of another interval, or can be regarded as suspensions. They 
may occur both in the rhythmical and unriiythmical parts of a bar ; it is not 
always necessary to prepare them, and they are in general resolved over the 
bass-note which immediately follows them. There are many other Discords 
besides those given in the above table ; Discords in which certain tones are 
substituted for discordant or harmonious intervals, and which have the effect 
of delaying or suspending the next chord. These chords are termed suspen- 
sions, and may, for the most part, be omitted without involving a faulty 
progression. They should properly be called accidental Discords , to distin- 
guish them from the real ones. They should always be prepared, on account 
of their harshness, and only occur in the rhythmical or accentuated part of a 
bar. In the free style of composition, however, they are sometimes used 
without preparation. — 

All chords which are originated by suspensions may be subdivided : 
4 St, into chords in which there is only one interval of suspension, 
Sdly, into chords in which two such intervals occur, 
3rd]y, into chords in which three or four such intervals occur , without 
including the bass, 

4thly, into chords in which the suspending interval lies in the bass ; 
these, however, are termed also anticipatmns , because the harmony which 
forms the root of the subsequent bassnnote is played beforehand, or anticipated. 



SIXTH CHAPTER. 

Chords with one interval by which the triad is delayed : 
The chord of the Ninth : 



■'f.iniiUfii um nH=^ 


©^-f B S-h^ -11 |> 1 |> \LJ['t. t 11 J IL 

. . . I .. 5 5 #. ,. i ''I V i i 

M^^j-jijij II J jj II ji^ iiu m 



This Ninth, here changed into a Second, clearly shews the difference 
between these intervals, which sound exactly alike; the difference consists 
not only in the dissimilar forms of accompaniment, but in the circumstance 
of the Discord, where the chord of the Second occurs, always lying in the bass. 

The chord of Five-four, or curtailed chord of the Eleventh, designated 
by the figure 4 , and sometimes by J. 
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»S 



^ 



rr^T 



^ 



i^ 



4 S 



^ ^p 






The Fifth suspended by means of the Sixth ; 



W 



I 



^^ 



i i 



The arch over the figure 6 is here very appropriate, for the sake of 
marking the distinction between this form ttf the Sixth (where it occupies a 
permanent place) and its passing form , as for instance : 



te^3 



• 5 6 s 



The octave of the triad is also occasionally suspended by means of the 
major Seventh ; e. g. 




Here the difference between the major Seventh and the real Seventh 
(which descends by a tone) is observable*). 



i^iU-U 



WTf 



m 



-^ 



^) This is obscurely expressed in the original ; the singularity of the passage 
consists in the permutation of two intervals, viz : the note B, which in the 48t chord 
appears as a 8rd and is then changed into a major 7th, and the note F, which in the 
4Bt chord appears as a minor 7th and then becomes a 4th, — though this change 
is fallacious I as th6 note F continues to be a 7th (in the 2d bar) if the bass be 
written thus: ^I F I 31 p. 



ZStL 



»4 



FIRST SECTION. 



Chords with one interval by means of which the chord of the Sixth is 
suspended : 

The chord of Nine-six ; e. g. 

1^ 




The suspension of the Third by means of the Fourth , in the chord of 
the Sixth , gives rise to a discord of the Six-four chord ; viz : 



^ 



Sometimes also the Sixth (in the chord of the 6th} is suspended by the 
Seventh; e. g. 



the Fifth is also used as a 
suspension of the 6th. 




^ 




'OT^lZI 



And the same liberty may be taken with the Ninth (or Second) in cases 
where this interval suspends (or delays) the Tenth (or Third) ; e. g, 




Chords with one interval which suspends the chord of Six-four : 
The chord of Six-four-nine ; e. g. 




the 6th in the chord 
Six -four may also 
suspended by the Seventh ; 
e. g. 






I 
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In the same way Ihe t^oUrth in the SiX'-four ohord niay b6 suspended 
by ttie Fifth, e. g. 



T 



or by the Third ; 



w- a 




WliMn the Sixth in the I chord is suspended ^y the Fifth, the former 
must ascend : 



rr' II t /TV II 



i fj' r I I J f I j ^ 



Chords with one interval by means of which the chord of the Seventh 
is suspended; 

the chord of Seven-six ; e. g. 

The Third in the chord of the Seventh may be suspended by the 
Fourth: 



E£ 



4 3 



The chord of Nine-seven, e. g. 



^ » s 



^ 



^ 



sometimes too 
the Sixth sus- 

_^ pends the Se- 

S veAth. 




»6 
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Chords with one* interval by means of which the chords of Six-fi^e, 
Pour-three, and chords of the Second may be suspended ; e. g. the Sixth is 
suspended by the Seventh; (in the chord of ^.) 



1^^ 



1 ^^ 



the Third 
by the ^ 
Fourth : 



tLi 



■asti 



^ 



the Fifth 

by the 

Fourth: 



tju. 



tt 



^^ 



In the chord of Six-foui^three the Sixth may be suspended by the Se- 
venth, the Fourth by the Fifth, the Third by the Second, and — in five-part 
harmony — the Octave by the Ninth; e. g. 



i 



^ 



' SI I J - 



x^-ih 



T • •! - 

4 - 11 4 



b 



• — 

4 — 

5 — 



^^ 



£ 



The Sixth (in the chord of 'the Seventh) is treated in a similar manner: 



f ^: g» ' I I 



^^3 
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SEVENTH CHAPTER. 

tlhords which are originated by the suspension of two intervals ; e. g. 
The triad with two intervals suspended ; 



The chord of 
Nine-four : 




Subsequent 
resolution 
the Fourth or ' 
3 the Ninth : 



r:J p#^ 



1 
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SYSTEM OF THOROUGHBASS. 
Id the free style of writing : 

I fji ij'j J ii fy ^m 

[>• fir II '^ I r I I 



tl7 



The Fourth 

and Seventh 

alone as 



7 8 

♦ S — 

8 4 S 



^ Suspension 
■~ by means oT 
the chord of ^ 
suspension: I S ): J I J 1 1 Six-four. 



^ 



m 



p 



The chord of the Sixth suspended by means of two intervals , viz : by 
I the chord of Nine-seven ; best treated as a threepart harmony : e. g. 



[ ^> JB H I I jli^j 



T J I i.^ 

• 4 5 7 ti 

J F^' ■ I I f I r 



sometimes 
the Third 
is added: 






k 



^ 



In the following examples the Fourth and Ninth, the Fifth and Ninth, 
the Fifth and Seventh are suspensions : 



luU^J Ij .ffi.^^Jl i ^^l l 



^ 



£ 



E6 



=sz 



■:B 



The chord of Six-four suspended by means of two intervals, viz; the 
Ninth and Seventh, Third and Seventh, Fifth and Seventh ; e. g. 
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Id the free (or florid) style thus : 



l-f-MMM - 



[> J I f HK 



(Laugh, my friends, at such a coxcombical passage!)*) 

The chord of the Seventh suspended by. means of two intervals : 
by the Fourth aad Ninth, 

- - - - Sixth; 

- • Sixth and Ninth, and 

- - diminished Octave ; e. g. 






wm 



^P¥=i 



^ 



3 



Suspensions of the chord of Six-five: 




^^m 



^'i J II jyj j 



i 



r r " f -^^ f 



m 



• 41 



fJ' r I j ll -i 



12^ 



-tf^ 



Suspensions of the chord of Six-four-three : 



i ^/f I i^jjLL^f^rH^^ 






: t 



7 • 

4 — 

I — 



^^g 



-^- 



^) Let it be remembered that Beethoven made this remark long before he had 
shaken off the trammels of the antiquated school ; his own finest works abound in 
passages displaying fSnr more license than that which he here ridicules. 

P. 
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Suspensions of the chord of the Second : 



ttt 



i ffl'iiit"iJMjii/iO II 

a- .»-Tj« ft 



y !\r iM=L-l^^ 



^m 



EIGHTH CHAPTER. 

The triad suspended by means of three or four intervals. The greater 
chord of the Seventh: i, "l, J, J, wiuch might be more properly termed 
the chord of Nine-four ; e. g. 



< 



-^mm^T 1 T • 7 • 



i * { 

S 2 3 



'iU LU-' II 'j' --^-4^—Al 



In foar-part writing the Fifth is taken instead of the Second (or Ninth) ; 



e. g. 




This Fifth , or the Sixth which is to be resolved downwards , may also 
be taken in as a fifth part in the harmony. 




the Second is 
often omitted 
instead of the 
Sixth; e. g. 




7 8 
• S 
4 S 



^- J H 



When the harmony is in three parts , only the Fourth or Second is 
made to accompany the Seventh ; the choice depends upon circumstances : 



«0 
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i i^i i I I h i i I I li h^ ^ 



(i( f " f-Lf f 



f jj II r 



i 



ct~nr 



The triad suspended by means of S or S , e. g. 



7 • 9 • 

7 4 S 7 e S 

t 3 S 4 S 



3 



I 



The chord of the Sixth suspended by means of three or four inter\'als ; 



e. g. 







I — ?l V 



mm 



Suspensions of the chord of Six-four: e. g. 




The chords of the Seventh , Four-three , and of the Second suspended 
by means of three intervals ; 
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NINTH CHAPTER. 

Chords , takiog tlieir origin from a change of bass, which may also be 
termed Anticipations. — Anticipated triads , chords of the Sixth and of Six- 
four, in ^hich the suspension or the accidental discord always lies in the 
bass : «. g. 



t^itttttj-iii i i H i j II 



pU4,j-^ 



r I r f II r I r r if-^i-n 



The hannony in the three last examples la known by the peculiar deno- 
mination of the Five-two chord. 

Anticipated chords of the Seventh , Six-five, and Four-three. 

Ji j I I JT-i ni \ ^ II ^¥ =^ 



$ 



g n p l r . f l l=p±ap 



^ 



J I II JiJ J I I JJ^ ^ 



This anticipated chord of Ste-five is commonly called the Five-four-two 
chord. 



., J, J 



^^ 



m 



^ 



This is usually termed the chord of Three-two, and is to be symboli- 
zed by the oblique stroke , thus ; 




•9 



pmsT sBcnoN. 



In all these cases of anticipated harmonies the bass has been seen to 
precede them ; there are, however, certain exceptions to be made in cases 
where chords of that kind are used ( generally in quick time ) through the 
medium of the irregular transitus, or passing notes of permutation ; e. g. 



^ 



^ 



^^ 



1 Hurra 



^s— < 4 



=f=F 



6 X « ^ « 



1 ^ t ^ 1 



! ' J - 5 




Uin J- i'Tn-tn-i 
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TENTH CHAPTER. 

The chord of the Ninth is produced by the addition of a Third taken 
below the fundamental note of a chord of the Seventh ; e. g. 



-*- 



^ 



One interval is, however, generally omitted in this caae: if the S«- 
vmth be left oat, the common chord of the Ninth is produced ; if flte Fifih 
be omitted , the result is the chord of Nine-seven ; e. g. 






3E 



^m 



The chord of the Eleventh is produced by the addition of a Fifth and a 
Third (that which lies between the 5th and the bass) to a chord of the Se- 
Tenth, the hlter being placed a^ve the 5\h and 3rd» e. g. 



i 



^ 



m 



i 



In this way the harmony would be in six parts ; but by omitting the 
Third, Seventh, and Ninth, we get what is called the curtailed chord of 
the Eleventh or the camaien chord of Five^four; e. g. 

-dP — 



^ 



(I) 



by transposition we get the 
chord of Seven-four. 



%-''' II g^S 



g 



ZBC 



m 



I (closer together.) 



The chord 
Five-two : 




-^- 



The chord of Nine-feur is 
made by leaving out the^ 
Seventh and Third : 



ZB^Z 



zsz 
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By omitting the Third and Fifth the greater chord of the Seventh, a very 
common one , is produced : 



! (1) 



lazi 



Another chord of the Seventh is produced by leaving, out the Third and 



Ninth : 



J L g H which, when it' occurs 
•) ^ nant, or Fourth 



upon the Domi- J L (fs zzzn J 

th below, v^ a ^ 



allows of the following permutations^ the third of whic}i is generally termed 
the chord of Five-four-two : 



I S/ v I I 



W=f^ 



a( ^ \ 



32t 



3*= 



The chord produced out of the entire harmony of the Elevoith, without 
the Seventh and Ninth, f f ^ ^ g is not very useful in that form ; but by 
the first transposition of it we obtain the chord of Nine-six : 



|r=f^ 



The chord of the Thirteenth is produced by the addition of a Seventh', 
Fifth and Third taken below^ the fundamental note of the radical chord of 
the Seventh; e. g. 



| r-^1t-t -^ 



complete, as it here stands, viz : in 7 parts , it is considered impracticable ; 
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some of its intervals are therefore omitted. The following chords, which are 
based upon the harmony of the Tenth and Third, are in general use : 



^ 



rzzn 



This chord (that of the Seven-six) seldom occurs except upon the Do- 
minant; e. g. 




in like manner also the 
chord of Seven-six- 
four: 



i 



^ 



3C 



m 



zzsz. 



-JBZ 



The chord of Nine-six-four occurs, on the contrary, for the most part 
upon the Sixth interval, or, if it be in a minor key , upon the Tonic itself. 



i 



^^ 



r 



The chord of Nine-seven is very serviceable in cases of enharmonic 
modulation; e. g. 






w 



il 



=*te 



-^^- 



-^- 



Other specimens of these modulations : 




^J^^ 



m 



^ 



-^- 



b' ^t 



^ 



_ki. 



^^ 



Beelhoven, Studies^ 



ee 
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^ 



1*^ 

4= 



br 



^m 



ii 



The connecting intermediate chords may also be omitted, and it is 
allowable to make chromatic progressions in the harmony , as shewn in the 
next example, provided that consecutive Fifths be avoided; e. g. 




^ 



^ 



l| # " i l Ct:±i!^7~inFT7 
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ih ■ ^ 
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SECTION n. 
THEORT OF GOBIPOSITIOIf . 



FIRST CHAPTER. 
Of the elements ef soleatlfle oom|ioiltlon. 

There are two kinds of tones , or musical sounds , viz : consonant and 
dissonant; the former, when combined, produce harmony, and the latter 
discord*) Of the former we possess five, viz: the Unison, the- Third, Fifth, 
Sixth, and Octave: — of these some are perfect, others imperfect. The 
Unison, Fifth and Octave are perfect; the Third (as also its Octave, the Tenth) 
and the Sixth are imperfect; — this catalogue includes all the various phases 
under which they appear. — They are called perfect because they cannot 
be raised or lowered by a jf or a {? ; the Third and Fifth are called imperfect 
because they may be raised or lowered at pleasure, i. e. may be made major 
or minor. The remaining intervals, the Second, Fourth, Seventh and Ninth 
(together with all their forms in combination) are Discords , and the above- 
mentioned Concords immediately become Discords on being removed from 
their perfect or imperfect position, i. e. on being made diminished or extreme, 

A great difference of opinion exists among theoretical musicians on the 
subject of the pure Fourth; which, being placed between the perfect and 
imperfect Concords, may be classed either with the former or with the latter. 
Strict theorists, and such as retain antiquated views of the science, term the 
Fourth a Discord. There is no disputing about tastes ; to my ear , when the 
Fourth is combined with other tones, it is not in the least degree discordant. 

*; These are only relative terms ; what is here called a Discord is only dissonant 
( or unpleesing to the ear ) when not combined with other notes which can meta- 
morphose it into a chord that shall please the cultivated ear as well as the Octave or 
even the Third. P. 

5* 
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All musical composition is based upon these elements , and these inter- 
vals, varied and combined, both as to their position and their movement (i. e. 
the progression from one interval to another) are the materials with \vhich 
the composer has to work. — The movement (motus) is of three kinds ; mo- 
tus rectus, motus contrarius, motiis obliquus. 

The motus rectus, or direct movement, is that which is produced by 
two, three, four, or more parts (voices or instruments) moving either up or 
down, by adjacent or distant intervals , together, i. e. in the same direction : 
e. g. 



yiJfrr i ^nir.Lfir.ii II 

\r ^ ■ ■ * 11 1 L- M * .-J ■ ■■ i fc fci - > ' >■ '* 



w 



(by near intervals) 



Nl f r f I r ij..i r r r I f n I I 




fNfrr 



£ 



^ 



't=t=^ 



(by distant intervals) 



^^ 



^ 



n y\ 1 jM-it 



The motus contrarius , or contrary movement, is produced by one part 
moving upwards while the other moves downwards, viz: in an opposite 
direction ; both parts progressing by near or by distant intervals. 



JFT^ Ctf I JV; I cL:^^ 




The motus obliquus, or oblique (sidelong) movement is produced by 
one part rising or sinking, (by degrees or suddenly) while the other is confi- 
ned to one and the 6ame note repeated more or less often ; e. g. 



• p^^l^g^l ld' l f.r r.fl' 



^^R?^l-?T^?#ffl+J^7^H= 



There are four cardinal rules bearing upon these three different kinds 
of movement, viz: 
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1st; from one perfect Concord to another, equally perfect, the pro- 
gression must be made by the motus obliquus or contrarius ; e. g. 

J 



i 



t+H-^l^ 



r r 

2dly; in a progression from an imperfect to a perfect Concord the mo- 
lus contrarius or obliquus is also to be used ; e. g. 




^^ 



d& 



3dly ; in moving from a perfect Concord to an imperfect all three kinds 
of movement may be used ; e. g. 



i 



^ 



5 



^ 



^ 



ithly ; the latter rule holds good in moving from one imperfect Concord 
to another equally imperfect ; e. g. 



I ^-M I ITTI N^NMI 



i 



3^^ i i I I J. 



I 



^ The result of these rules is that the motus contrarius and obliquus is to 
be used iq all three cases of progression , and that the motus rectus is only 
to be avoided when a perfect Concord follows one that is imperfect, or when 
two such Concords follow each other. Upon these three kinds of movement 
rests the whole system of harmonization. 
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SECOND CHAPTER. 

The word Counterpoint means dot against dot , because our forefatherb 
used dots (or points) instead of the notes which we now use , especially for 
the antient choral chants which they wrote down in this manner. The latin 
phrase is punctum contra punctum (point against point) or nota contra notam 
(note against note). 



THIRD CHAPTER. 
Of the Ato diflbreat sorts of simple Coanterpolnt. 

The first species, in which only one note of a similar description is pla- 
ced against every other single note ; is the most common ; it is indifierent 
whether the notes in the composition be Semibreves, Minims, Crotchets or 
Quavers. — The Allabreve-measurement of the bar is , however, the most 
convenient and useful for the beginner. 

In the upper part , which is written to a given bass , every note must 
be either a perfect or imperfect Concord ; the first and last note must always 
be a perfect Concord. 

Here the three methods of progression may be used alternately , and it 
is better and safer to use the motus contrarius and obliquus as much as 
possible ; for these two forms of movement are far less liable to errors than 
the motus rectus, which last demands great attention. and careful treatment, 
as will be seen by the examples. 

With respect lo the conclusion of the piece it is necessary to observe 
that when the cantus firmus (canto fermo, or plain chant) lies in the lower 
part , the last note but one of the counterpoint must be the major Sixth ; if, 
however, the plain chant occupies the upper part, the penultimate note 
nuist be the minor Third below, after which the cadence or close is to be 
made in the Octave or in the Unison. These two intervals may also be uSed 
at the commencement, as also the Fifth ; though not in the lower part, be- 
cause then the piece would not begin in the key which properlf J^eiongs to 
it. None of the last-named intervals are allowed consecutively in course of 
the piece. 

In the second species of simple counterpoint the notes are written in 
two half bars, or two minims lo a whole bar, or to a Semibreve. These 
two notes are technically distinguished by the Greek words Arsis and Thesis, 
and correspond to the up-stroke and down-stroke in beating the time. The 
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minim which stands In Thesi must always be a consonant interval ; the other 
minim m Arn may be dissonant if the progression be gradual, and consonant 
if the progression be sudden , i. e. to a distant interval. It appears then that 
no Discord occurs in this species of simple counterpoint except when the 
space (or interval) which lies between notes separated by a Third is filled 
up; e. g. 



^ 
^ 



-^- 



-^- 



^ 



This filling up , or the note in Arsi , may sometimes also be a Concord, 
as the following example of a concluding cadence shews, in which the first 
note in Thesi must be a Fifth , and the second in Arsi a major Sixth, when 
4he plain chant lies in the bass; but should it lie in the upper part, the first 
note must in like manner be a Fifth , while the second note must form a 
minor Third ; e. g. 



Counterpt. 



Plain chanti 




Plain chant 



sz=: iCoanterpt 




It is advisable to give especial attention to the two last bars (the ca- 
dence) and to bear them well in mind when constructing the plain chant. — 
For the sake of facilitating the counterpoint the composer is allowed to write 
a minim rest in place of the first note , and to take intervals as distant as a 
Sixth or an Octave, (to prevent the parts from approaching each other too 
nearly) or to let these distant intervals cross one another, so that the 
highest of them shall lie below , and the lowest above. Great care must be 
taken to avoid two consecutive Fifths or Octaves in Thesi , which are sepa- 
rated in Arsi only by the space of a Third ; e. g. 



ir. ^ rl f f IK r K r I I 



• t I a 



• « • < 



^^ 



for the intermediate note is looked upon as of no account, in fact as if it 
did not exist and the passage stood thus : 
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£ 



I 



^^- 



i 



because the two notes B and A which seem to annul the consecutive 5ths, 
and the notes G and B which seem to annul the consecutiTe Octaves (v. last 
Ex. p. 71.) only do this for the eye, and not for the ear, which last is not 
aflected by them. 

It is held more permissible to vmte passages of this sort, viz : 



5 



:?c 



^ 



m 



fffF 



^ 



^ 
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k 



zzsz 



-^- 



lE 



the effect of which is not so disagreeable ; but with all respect fort the lear- 
ned theorists who grant this licence, — I am not inclined to profit by it; 
inasmuch as the consec: 5ths and 8ths are still to be heard, in spite of any 
such attempts to obviate them. — Regarding the movement all the foregoing 
rules are valid. * 

Id the third species of simple counterpoint four crotchets are written 
above or beneath a minim, and in various ways : — 4st, when all four notes 
are consonant, e. g. 



3 



^ 



£ 



9 » 1 » 



6»6S tISC 



3=^ 



^ 



^m 



2dly, when five crotchets, rising or faUing in near intervals, follow 
each oQier, the first note must be a concord, the second ( alternately) a 
Discord ;, e. g. 



m 



9 « » » 



10 • a 7 



W=^ 



3C 



i-^i-nt^ 



3dly, the second and third note may be consonant, and the third dis- 
sonant; e. g. f \ |V f f ' I* f 



f=t^ 



6 S « 9 

tf^. 



^ 
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Ithly, when the oantusfinnus lies behto It is allowable to descend from 
the Seventii (although that is a Discord) to the Fifth, premising that the note 
which occurs before the 7Ui must always be the Octave; e. g. 



«r^ ^ r -f-f 



^=^ 



m 



If, however, the canto fermo lies above, the counterpoint may descend 
from the Fourth to the Sixth, provided that the .first note of the bar form a 
Third to the melody ; e. g. 

2Z I- , ■ 



¥ 



^ 



^ 



i^^nr ri(^-^M i 



A note like this Seventh or Fourth is called a permuted note, nota cam- 
biata. The interval of a Third, which lies between the 2d and 3rd note, 
ought properly to lie between the 1st and 2d, because then the 2d note 
would form the Sixth and not the Seventh ; e. g. 



^ 



TT^-n'TT 



^^"gT-rtfzlt 



(or filling ap the 
intermediate space.) 



3 lt> ■ " 



£ 



^ 



It appears therefore that in this species of counterpoint either all four 
notes may be Concords, or only the first three, and the 4th a Discord; that 
in like manner the first and third may be consonant, the second and fourth 
dissonant; or, the 1st and 4th Concords, while the 3rd is a Discord; the 
first three may also be Consonants, and the last a Discord ; e. g. 



ir^ r f J J I f^ 



I a 4 



W=^ 



m 



The rules as to the various kinds of movement (motus) are to be obser- 
ved as aforesaid* — The first note in Thesi must always be a Concord. 
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•When the canto fenno lies in the lower part, the last bar bat one of 
the counterpoint most be so contrived that the final note, preceding the Oc- 
tave at the conclusion of the piece, shall form a Sixth ; e. g. 



, tf rrrt 



or: 



fe^ 



-«- 



:i=4: 



m 



But if the canto fermo lies in the upper part, the counterpoint must be 
so managed that the final note of the last bar but one shall form a Third, 
after which the Octave forms the close ; e. g. 

777" 



p^^ 



* 
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or^ 



MirtVi^ 



^ 



^^ 
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or^ 
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m 
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The fourth species of simple counterpoint consists of two minims against 
one, which two notes are identical (upon the same tone) and are connected 
together by a bind ; the first note being in Arsi , the second in Thesi. This 
bind is called ligatura or syncope, and may be of two descriptions, viz : as 
serving to connect Concords or Discords. In the first case it is placed over 
the two miAims which both in Arsi and in Thesi form Concords with tlie 
plain chant, e. g. 



^ 



^ 



^^ 



^ \ ^ r \r II 



^S 



In the second case the first minim ( in Arsi ) must invariably form a 
Concord, but the second (in Thesi) a Discord; e. g. 



Ij-rth - f^-f J^J~j 



^ 



3ZZ 



zzl: 



for if we imagine the second note (G) to be obliterated, or it be really left 
out, all three of the intervals form a harmonious (consonant) progression; 
e. g. 
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=2£: 



lo accordance with this rule the Discord must gradually resolve itself 
into the Concord, but the Concords thus bound together may move in wider 
intervals, as has already been seen. 

When the plain chant lies below, — the Second must be resolved into the 
Unison, the Fourth into the Third, the Seventh into the Sixth, and the Ninth 
into the Octave, the Sixth, which is retarded by the bind upon the Seventh, 
falling upon the last bar but one ; e. g. 



(|; , [g L^ 1^ 11 - p^ [7TI" -^ I ^'T 



» * 1 
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Et 



Cadence, or close. 



- r I r-te 



zzsz 
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If, however, the canto fermo occupy the upper part, — the Second is 
resolved into the Third, the Fourth into the Fifth, the Seventh into the Octave, 
the Ninth into the Tenth; and at the close (in the last bar but one) the Se- 
cond is made to descend, in a similar manner, to the Third below; e. g. 



U 



^ 



=3C 
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-^ — a — (S> — ^ 
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^^ 
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It remains to be observed that when, ^s it often happens, the bind 
cannot be made use of, the same bar may now and then be filled up with 
two notes struck separately, without the ligatura. 

The following progressions are forbidden : 



If/ - rl ^ Sp^ ^ II " rtr r i r 



jg* ;g 



(^> - 



y^E^ 



-^- 



31 



-^~ 
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i 



because they sound like occult Fifths and Octaves; for if we imagine the 
notes connected by the bind to be removed, it will be seen that the Fifths 
and Octaves are consecutive; e. g. 
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The fifth species of simple counterpoint is called the florid or ornamen- 
tal (Gontrapunto fiorito, or Stylus floridus) because, in addition to the four 
previous kinds in all their combinations , other variations and enrichments 
of the accompaninient to the plain chant are adopted ; e. g. 




Ttte first two notes in Thesi may also be crotchets , and the next one 
(in Arsi) a minim, or vice vers4; the first note (in Thesi), may be a minim, 
while the other two, in Arsi, may be crotchets; e. g. 
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in short, — with exception of those cardinal rales which in the strict style 
are inviolable, viz: that none but perfect and imperfect chords (Concords) 
are to be used, and that all Discords (as chords) are excluded, — florid 
counterpoint may be regarded as a more unfettered class of composition in 
this style, and as allowing of more variety and caprice, also of more melo- 
dious vocal part-writing. The bind may be used with peculiar advantage, 
and is therefore strongly recommended. 

The cadence , or close, in the penultimate as well as in the concluding 
bar, is that of the second species already described , viz : 
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FOURTH CHAPTER. 



in the five different sorts of simple counterpoint. 

In two*parts (h due); — with remarks thereupon. 

FIRST SPECIES : nota contra notam. 

NB, NB. 
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The first NB. is to mark the cadence upon the original key , which is 
effected by the progression of the Third to the Octave , and is forbidden in 
course of the piece , being only permissible at the close of it. The second 
NB, points out occult Fiilhs in succession ; the third NB. shews another for- 
bidden cadence faUing upon the Tonica. Great care must also be taken to 
avoid two consecutive major Thirds, viz: ^» \ ^ I because they form an 
enharmonic false relation, which is called mi contra fa, or fa contra mi, 
forasmuch as the first of them belongs to the Sharp keys , and the second to 
the Flat keys or scales, a concatenation to which the latin proverb, „Mi 
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contra Fa est diabolus in music Ji/' refers. — There is no doubt that a pas- 
sage like this is difficult to sing correctly — and so is the extreme Fourth — 
the Tritonus — and the major Sixth *) — and on that account may be for- 
bidden, as is also the simple Unison in course of a piece in this style ; and 
it cannot be denied that this „diabolus in musicft'' (as the old writers termed 
it) sounds somewhat harsh in two-part harmony: — but that objection is 
removed, in my opinion, if the harmony be written in four parts, e. g. 
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I do not find the transition from E to F, in tHis case at all harsh. — 
A succession of Thirds is to be avoided, because they produce a vulgar sing- 
song effect ; and in like manner a succession of Sixths ; extreme-Seventh- 
intervals and those which extend beyond the Octave must also be termed 
incorrect. 
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The msgor Seventh, called the leading tone, or nota sensibilis, ought 
never to be doubled ; partly because it sounds harsh to the ear, and partly 
because it must naturally, in accordance with its very nature, ascend, and 



*) I translate this as it stands ; but, for the sake of any beginner who might lay 
stress upon it, I may as well say roundly that it is a.mtstdke; there is not the l^ast 
difficulty in singing the interval of a major Sixth. P. 
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would thereby produce pure consecutive Octaves in both parts. This iuter- 
val (c H in the example) may appear under various forms and always serve 
to introduce the modulation into another key ; e. g. 
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(As leading tone to D minor.) (as 4th tone from G minor. ) (as second 




tone from B minor.) (as 4lh tone from Gjtminor.) (as 6th tone from F minor.) 
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of simple two-part counterpoint. 
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iVB. This interval is difficult for the singer to hit, and should therefore be 
avoided.*) 
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*] It is easy enough to sing, but the passage is had, and offensive to the ear. 
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In this case it is better to make the imperfect consonant intervals, 
Thirds, Sixths, and Tenths, fall upon the accented portion of the bar, and 
those which are perfect, viz : Fifths and Octaves , upon the second note. 
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Some musicians would consider the two occult consecutive Octaves at 

iV^. (No. 1.) to be rendered permissible by means of the intervening Fiflh 

above, which periiaps softens the effect to the ear; — I do not agree 

with them! 
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" The Unison at iVB. (No. 2.) is good, because it fells upon the unaccented 
portion of the bar; it is only forbidden in Thesi (on the 4st note) wfaere.it 
would sound too thin , and moreover form a close. — The last cadence is 
written according to the Phrygian mode, viz: C, D, instead of C, I) J, be- 
cause the ground-note is F. 
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NB. here the lower part rises above the upper ; the Sixth is symbolized 
(although it sounds like a Third) because the interval is always reckoned from 
the bass. In the last bar but one the Third is prepared by means of the Sixth; 
a license imperatively demanded ; for if the orthodox Fifth be taken, it would 
produce an enharmonic mi contra fa. 

In cases of triple time (as below) the middle note may be a Discord , if 
all three not^s proceed consecutively ; but when thdr progression is not so 
regular the rule is to be strictly observed ; e. g. 
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(Continual dropping wears out a stone; not by force, but by constant 
attrition : Knowledge can only be acquired by unwearied diligence ; we may 
well say „nulla dies siae line&'S no day without a line I every day that we 
spend without learning something is a day lost. Man possesses nothing so 
costly and precious as Time.; therefore let us not postpone till tomorrow 
what may be done today.) 

In the severe church^style (in which all sacred music should be written) 
the composition is intended for voices only, and on that account the harmony 

BedbofM, Slidiet. ^ 
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is restricted to perfect and imperfect chords, in order that the intervals may 
be easier to sing than the diminished or extreme ones : in this style it is also 
forbidden to use two indentical notes in succession, as for instance, c c, e e, 
gg, etc.; but this rule also has exceptions, viz: in cases where the ligatura 
rupta, or interrupted bind, occurs ; e. g. 
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(in the fifth species) 

and again, in cases where several notes are repeated (in vocal music) for th« 
sake of uttering words composed of several syllables ; e. g. 
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In the free style, which allows of Discords in Thesi, two notes against 
one are treated : 1 st as follows : the first note may be a Concord , and the 
second a Discord; this, as aforesaid, is called the regular transit: — Sly, 
the first note may be a Discord, and the second a Concord, thus forming the 
irregular transit. But these Discords do not belong to that class termed acci- 
dental or real. Real Discords must be prepared by the harmony preceding 
them , and resolved by that which follows them ; the Discord as well as the 
resolution of the same may occupy one or more bars ; and , similarly , the 
harmony which prepares the Discord may take up a like or unlike number of 
bars ; i. e. The resolving harmony may occupy more, but on no account less 
bars than the harmony which prepared the Discord. Accidental Discords must 
be prepared in the same manner , but their resolution difiers in one point; 
inasmuch as real Discords are resolved only by harmonies which follow 
them, accidental Discords by the self-same chord. Discords are then of three 
kinds : 1st, of the regular and irregular transit; 21y, real; 3dly, accidental. 
By this means are produced consonant and dissonant harmonic combinations 
with one or more discordant intervals. 
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THIRD SPECIES 
of two - part simple Counterpoint. 
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Here , at NB. , the major Sixth (springing from G to A above) has a bet- 
ter effect in the»fit^t two notes of the bar than in the latter half. — Care 
must be taken to avoid monotony (monotonia) viz : a repetition of the same 
passage in two consecutive bars^ the bad effect of which is not lessened even 
by changing tha ground-note ; e. g. 
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The following Ex : may serve as a guide wiA respect to the use of near 
and distant intervals : 
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Thepracticeofspringingfromanote to its Sixth below is seldom good. — 
Viz: more than 3 or 4 distant intervals in succession are not legitimate. The 
Fourth, where it appears as the third note in the upstroke of the bar, must rise 
or fall to the next note, unless indeed when the Counterpoint moves in such a 
manner as to touch upon all the intervals ofa perfect or imperfect harmony in 
regular progression, thus letting the dissonant Fourth fall only upon the unac- 
cented portion of the bar, viz : upon the 2d or 4th crotchet; for instance: 
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At NB. the Fourth descends to the Sixth by a praiseworthy license; 
because all four notes He in the chord, and are therefore easy to sing. 
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NB. Here the Seventh is made to glide (as passing-note) into the Fifth, a 
Tery effective close invented by JohannFuchs of Vienna, author of the first the- 
oretical work upon scientific compositioD, called „Gradus ad Pamassum^', a va- 
luable book which was published by conunandofCharlesYI. Emperor of Austria. 

FOURTH SPECIES 
of two-part simple CounterpoiDt. 
Here a bind or ligatura is allowed in Thesi (the downstroke of the bar) 
which may also produce a dissonance; it is therefore necessary to make 
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some remarks upon the resolution of such Discords (resolutio dissonantiarom) 
viz : a note thus bound is nothing more than a'^etardation of the one follow- 
ing it, which is then set at liberty by descending to the next Concord, i. e. 
the note immediately beneath it ; in this way it is resolved. In order (o avail 
himself of this ligatura at the commencement of the piece , the composer 
must write a minim-rest occupying the first half of the bar ; e. g. 
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Here: , at NB. a license is taken ;^ the Fourth descends to the Sixth, for 
the sake of avoiding a succession of Fifths in Arsi ; this might also have been 
effected by the the entrance of an unbound note in Thesi. 
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FIFTH SPECIES 
of two-part simple Counterpoint. 



Counter- ( 
point.) 



Canto 
fermo. 



hr^V^^ M f igT^^t-^ 



Jir(ti— ^ 



• 143 S4BI »•• ores 



< -r^>^1-^ g^^^ f---g=^#= g 



^Hi^ 



C7« yB«SSB07 0»« r« s 



::!=*: 



^ 



Canto 
fermo. 



Counter- 
point. 



i^ 



uSL. 



• 4S4S 11S4 «t7« 10 S4 



\H«, -rrern-fff i iJjiiJJ i r 



fefe 



THEORY OF COMPOSITION. 



87 



S 



ZjBC 



=W- 



-^- 



• S434 «S«7 •• • 



g ^f^-t^-^^^^ 



^^iP^ 



In former times, when the art of composition was shackled by the strictest 
rules of pedantry, the ornamental accompaniment, permitted to this species 
of counterpoint , differed but little from what is now called vocal roulades or 
Italian bravura. — Tempora mutantur. How will a future age regard and 
criticise the most admired works of our favourite composers? Seeing that 
almost everything is subject to change, and, alas ! to the caprices of fashion, 
it is clear that only works of sterling value and intrinsic excellence can sur- 
vive ; — these alone can bid defiance to mutability and false taste. Therefore 
let the composer , the Poet of sound , disregard the passing mode , and cling 
resolutely to the imperishable' laws of the Beautiful ; true Art is neither the 
slave of fashion nor of pedantry ; it soars triumphantly above both I let us 
also never forget that no genius can make up for superficial learning or want 
of dilfgence. The artistes motto is persevere : — „Life is short, Art is long." 

Here the first species may be introduced up to the last bar; the second 
and third must not be used beyond the extent of a few bars. Two quavers 
may only be used in the unaccented portions of a bar, and a Minim is better 
placed at the commencement than in the middle of a bar, unless when con- 
nected with the bar following ; e. g. 



f^^^fh^J^^jH rfr^ 



(bad) 



(good) 



(good) (bad) 



(tolerable) 



3ZI 



-tf>- 



The false Fifth is also forbidden. To this rule an exception may be made 
if the key of the piece allow of it ; for insfance ^ in F. major : 
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in which form the flat 5th is more agreeable^ 
to my ear than the pure 5th : 
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Many of these rules appear to be more pedantic, and therefore more unrea- 
sonable, than they really are. At the time when they were made, Music, as a 
practical art^ was in its infancy; little besides vocal harmony was known, and 
the singers were not supported, as now, by the orchestra: so that the com- 
poser could only display his scientific acquirements by an intricate and often 
heavy combination of parts ; melody was neglected and indeed nearly un- 
known ; — the solemnity of the words which were set to music demanded 
a certain gravity which easily degenerated into tediousness. 

Moreover these compositions were at first intended for performance in 
the vast churches of Italy, in which anything like sudden and bold modulation 
(such as is now common) would have disturbed the unity of the whole and 
produced confusion. It would seem then that the old masters roust have 
considered the matter deeply , and that their calculations led to a very just 
result, viz: that the simple choral-tunes which they used (or invented) ought 
not to be otherwise accompanied than by the simplest and purest harmonies, 
to the total exclusion of chromatic modulations and such artificialities : plain 
chords , one springing naturally out of the other, ensured a clear and impo- 
sing effect in those mighty temples, in whose echoing aisles a more elaborate 
combination would have been lost ; we must remember too (hat the singers 
required of the composer that he should avoid all difiicult intervals which 
might endanger the purity of Ibeir intonation. But while we acknowledge 
that the old masters were fully justified in adhering to simplicity , we cannot 
desire to imitate them in their blind obedience to arbitrary Uws , some of 
which are mere millstones round the neck of Imagination , only serving to 
frighten the beginner and impede his progress. Time goes on, and what suf- 
ficed for one age appears to the next as a woeful short-coming ! Let me not 
be supposed to advocate an impertinent contempt of the great principles 
of Art, which are unchangeable; I would only say that as time advances Art 
has also advanced in many things : Invention and Fancy must not be denied 
the rights and privlledges of which schoolmen , theorists, and barren crities 
would gladly deprive them. It would also be absurd to confine ourselves to 
the narrow bounds in which antient Art was forced to move ; why should a 
modem composer hesitate to use the far greater resources placed at his 
command? why restrict himself to an antiquated simplicity when both instru- 
ments and voices are able to interpret the most abstruse conceptions with ' 
perfect accuracy? And yet I would advise a composer rather to be common- 
place than far-fetched in his ideas, or bambastic in the expression of them. 
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FIFTH CHAPTER. 
Of the first speoles of tluree-part simple Coimterpolnt. 

Rule : every chord is to contain a perfect or imperfect harmonic triad 
^'^•* \ Z \ ^^^ \ 1L \ ^^ ^^® ^^ these intervals doubled, but by no 
means the seventh magor tone, or nota sensibtlis. In two parts it is allowed 
to write occult octaves, Fifths and Unisons, provided that the third part moves 
in a contrary direction, or that the interval of a Fourth is taken up by the Bass ; e. g. 
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These occult faulty progressioDS will be clearly seen if the interveniug space 
be filled up : (writing the intervals in small notes). — The incomplete chords 
1 5 s I are only permissible at the beginning or end of the piece, and are forbid- 
den in the middle of it, similarly to the chords J ^ and other discords of that kind. 

Care must be taken to secure a pleasant flow of Melody, and to avoid 
difficult vocal intervals, endeavouring to keep the voice- parts within the 
compass of an octave. For the sake of variety it is well not to use the same 
intervals too often, and to mingle perfect and imperfect chords together. 

The cadence at the last bar is made by § when the plain chant lies above 
or in the middle ; only in case of its lying in the bass is the pure triad g al- 
lowed, and then the chord of | must precede ft ; e.g. 
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It will be seen therefore that the Cantus firmus may be carried through 
all the parts alternately; but in this case the clefs must be changed, and the 
melody transposed accordingly, to prevent it from lying too high or too low. 
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Either the major or the minor Third may be used to form the close. 
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SIXTH CHAPTER. 
Of the secMmd species of three-part simple Coimterpoiiit. 

Here again, as in Bidnium, two notes are placed against one, and the 
third or ripieno part is composed of notes equally long with those of the plain 
chant. Two octaves, Fifths, and Unisons, are allowed in the middle parts, if 
divided by the interval of a Third, but they are considered faulty if occurring 
in the upper or lower parts ; e. g. 
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It is better when these faulty progressions occur in the unaccented 
portion of the bar (in Arsi) e. g.; 
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(The effect is certainly not quite so unpleasant, but still bad, and I 
cannot approve of it.) It is also permitted to begin with a rest, as in former 
instances: a Discord may be placed between two Concords of similar name; 
the dowDstroke of the bar (Thesis) must always be on a Concord , the up- 
stroke (Arsis) may — ^ in near intervals — include Discords, and also Unisons ; 
which latter may only occur in Thest as forming the first and last note , i. e. 
in the first bar and at the close. — No Discords, as taken in distant intervals, 
are allowed except the diminished Fourth and Fifth. The following cadences 
may be made : 
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As will have been seen from the above, it is customary to use the 
simple and more easily read symbols 6,4, and 3 , instead of the double 
figures 4 3, H, and 40; more especially as ttie distance from the bass causes 
no alteration therein. 
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In varying the position of the plain chant (thro' the different parts) it is 
adviseable to transpose an octave higher or lower ; for instance , changing 
an Alto into a treble (violin-clef) part, or into a bass part; or a Tenor into a 
Soprano part; etc. 
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The last transposition of this Chorale might be made , for the sake of 
variation, in the following manner. 
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SEVENTH CHAPTER. 

Of the third spedes of three*parl simple Comiterpolnt. 

Here particalar attention is to be paid to those notes which fall in Thesi. 
If the harmonic triad cannot be introduced on the first crotehet in Arsi , the 
composer must attempt to do so on the second or third. — Discords are 
only to be used progressing in near intervals, step by step, and falling upon 
the unaccented portions of the bar. The cadences may be modified as in the 
examples : 
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The three last examples are faulty, because Discords are taken and avoi- 
ded by means of distant intervals ; also because the octave is suffered to fall 
upon the accented half of the bar. 

Unisons, Fifths and Octaves may occur in the middle part, provided 
that they are separated by intervals , and one of the two other parts has a 
contrary movement. 



Counter- 
point. 



Canto 
fermo 



Filling- 
up. 



p stfe ^ ^ ^^ffJ^frrrirrrf- 



% 7 $ staa It tar star aasa arts 



^=feF^ 



fe 



&E^ 



ISC 



ffff^t ^m teJ f##^j^^^#^E^ 



5=^ 



itaaiaiaaa? aaiaa aaai aiaaa aias 




In transposing the choral chant the composer should seek to introduce 
new harmonies. 
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bi aocardance with the rale already laid down (as relating to the two- 
p^ species) it is permitted to overleap the Fourth, as harmonic note, and 
thus to produce the Six-four and Six-three chords; provided that the Fourth 
is made to £all upon the unaccented part of the bar, in Arsi. 
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EIGHTH CHAPTER. 



orthB 
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Here again the rule demands none but consonant chords in Arsi ; in 
Thesi, where the ligatura occurs, Discords, together with such combinations 
asaccM|>anythem, may be written; e.g. ♦, J, Jj, «^, |j, J«, |- 
jl, Jl. Thus it appears that even the chord of Six-four may be used in 
Thesi. Ail Discords are to be resolved downwards. The incomplete chords 

i» 59 If i ^^y ^^y ^^ ^^^ ^" ^^^' ^^^ ^^'y '^ ^^? ^^^ ^^^ ^^^ ^^' 
The lesser Third may be doubled advantageously, the greater, on the con- 
trary, only as third tone, in the middle parts, and never as seventh tone 
or semitonium modi. (Many passages are foii^dden in the higher regions 
which are allowad in the lower, because the bass tones do not affect the 
ear so strongly as the acute tones: soprano voices resemble lifljbt, bass 
voices give the idea of darkness.) When the bass does not move on, but 
rests upen an organ-point, and the upper part moves in syncopations (by 
means of the bind) the Discords so produced are not faulty but correct, and 
moreover of gr^ beauty. The cadences may be made in three ways: A, 
when the Counterpoint lies above, 2?^ when in the middle, (7, when below; vii: 
A, . B. C. 
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In this example the ligatura of the Seventh occurs too often : this evil 
might have been remedied by a few Concords boldly introduced between. 
The oblique strokes indicate occult Fifths. 
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Here also the iigatura upon the Second is too freely used. (The nume- 
rous instances of retarded Fifths are not considered faulty. Very strange 1 
with all respect for the learned doctors they sound to my ear vastly unplea- 
sant!) 
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The same Chorale varied by means of different counlerpoint and diffe- 
rent bass : 
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Of Ike flilh speolas of three-|iart ilmple Coaatoipolat. 

The ripieno part (the filling-up) here, as in the foregoing instances, 
is to contain the intervals of accompaniment which belong naturally to eac|i 
chord. 

The counterpoint should form as pleasing and easy*flowing a melody 
as possible. Such distant intervals as are termed diminished or extreme are^ 
as usual , strictly forbidden. 

The cadences may be formed after the model of those in the second 
species , or , if the ligatura be used, of those in the fourth. 
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At this NB. there is indeed a faulty kind of close, or resting -point, 
called a incision ; viz : the minim D, in Arsi ; but the fault is in some degree 
remedied by the bind which carries It on to the next bar. 
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Ifany theorists are of opinion that every piece in a minor mode ought 
properly to conclude in the same; negol (I deny this) On the contrary I 
think that the major Third, taken as the close, has a much finer effect, and 
is very soothing to thje ear and mind; joy comes after grief, sunshine after 
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storm. The close with the major Third gives me the same tranquiiiiziDg 
feelings as when I gaze upon the soft light of the eyening-star. *) 
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*) Very true and very poetical ; but every real composer will follow his own 
instinct in this matter , there being oases in which the minor Third forms a mere 
desirable close than the major. P. 
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Here a licence occurs. I determined for once to avail myself of the old 
axiom „nulla regula sine exoeptione'' (no rale withoat an exception) and 
therefore began with a Sixth , i. e. wrote an imperfect chord in the first bar, 
where ex officio (by rights) a perfect chord should stand. But I solemnly 
pledge myself not to comnjit this mortal sin again (though I can't say that 
I repent of it) and in making a four-part composition of it will not fail to 
write the Third, A, under the Tenor G, which will produce a complete 
Quadricinium: then I shall have appeased the angry gods, I mean the lear- 
ned Thebans or pedants, who must then, nolens volens, acquit mel*) 



TENTH CHAPTER. 
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Here every chord is to contain the fourth interval which . properly 
belongs to it. In cases whwe the Octave cannot be used without involving 
a faulty progression , the Third, and sometimes (but not often) the Sixth 
may be doubled ; provided that neither one nor the other be leading tones. 
A judicious use of the three kinds of movement (motus) will be found very 
important, indeed indispensable; attention must also be paid to the parts 
as standing in relation to the groundbass or foundation , and also to the 
relation of each single part to the other: for the plain chant, lying in the 
upper part, may, for instance, form legitimate harmony with the bass, and 
yet produce a faulty progression with one of the middle parts- at the same 
time there are cases which render it necessary to write occult Fifths or Oc- 
taves consecutively; this is an evil that must be endured now and then I — 

It is very important to let each interval occupy its natural position and 
not to force it into another which would disturb the smooth flow of the 
parts; it is therefore a good rale to look forwards when writing, that the 
progression from one bar to another may be correct, and to avoid the neces- 
sity of making alterations. 

The position which the Concords are to occupy will be indicated to the 
composer by his natural taste and feeling. 



*] The keen irony of this passage (not the only one of the sort) cannot escape 
the reader; it was not Beethoven's weakness to fancy that all such antiquated roleSi 
some of which are, like Hamlet's proverb, ^something musty/' were infallible. 

P. 
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ELEVENTH CHAPTER. 

Sooond species of ibar-part| sCrloCi simple Ooonterpoliil ; 

in which all the rules applied to the foregoing species (contrapunto ^ tre) 
remain in full force. 
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In this species It is also permissible to write a semibreve instead of two 
minims in the last bar but one , in order to enlarge the cadence with the 
close of the Chorale. 

Some of the best masters were also fond of making the close (in minor 

modes) without the Third, either magor or minor; the dreary, colourless 

Fifth produces an undecided and gloomy effect similar to that of the plagal 

cadence : ieaying something to be desired : and desire is sometimes better 

than fruition. 
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Id the last bar of the above Ex. the Fifth , £ , is wanting, because it 
could not be inserted without disturbing the natural progression of the alto 
part, which is from G|| to D, and not to the E bdow. 
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Third sp^nles of ft»iir-part, sMot, simple Ooonterpoliit. 

Seeing that the four crotchets forming the counterpoint must be in con- 
tinual motion, it is impossible to prevent them from crossing the other adja- 
cent parts occasionally, and thereby touching upon the same intervals. The 
^ occult faulty progressions must also be allowed , and are more tolerable in 
the middle than in the extreme parts. Fux excuses even such passages as 
the following: 
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and appears, as it were, purposely to have chosen this sort of examples , in 
which the pupil cannot help committing similar faults. I must confess that 
they offend my ear, and I believe it quite possible to harmonize the same 
choral chants, by dint of careful attention, just as strictly according to rule, 
and yet without these blemishes. — 
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I would beg , parenthetically , to observe that I have had the temerity 
to introduce a Dissonant interval here and there , sometimes leaving it ab- 
ruptly , sometimes striking it without preparation : I hope Oiis is no high- 
treason , and that the judices doctissimi , if I ever meet them in the elysian 
fields y will not shake their periwigs at me. I did this to preserve the vocal 
melody intact, and will be responsible for it before any tribunal of common 
seuse and good taste. Passages that are easy to sing, and are not far- 
fetched or difficult to hit, cannot be faulty. These severe laws, were only 
imposed upon us to hinder us from writing what the human voice cannot 
execute ; he who takes care not to do this need not fear to shake off such 
fetters , or at least to make them less galling ; too great caution is much the 
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same as timidity 1 — Satis pro peccatis : here is a iong defence of a slight 
misdemeanour. *) 
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*) This was written about 50 years ago : now-a-days we should think it super- 
fluous to excuse ourselves for deviating from such arbitrary rules ; and yet there 
are many composers weak enough to write with the fear of some ,, Daniel come to 
udgment" perpetually before Iheir eyes ! Beethoven was not one of these. P. 
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of fbor-part, striet, ilmple OonaterpolaC. 



The rule thai the liarmony connected with the bound notes shall always 
consist of three bars cannot always be so accurately observed. It is some- 
timeii necessary to <Uvide a bar into two halves, as will be seen. 

The bound notes in foor^parl writing requiM the same Concords which 
are used wlien the binds are removed, thus leaving the intervals of accom- 
paniment the same, whether the contrapuntal note be bound or not; e. g. 
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Nevertheless this rule is often fallacious ; it cannot be observed when 
the bound Seventh is connected with the Fifth , because the resolution of 
the ligatura would produce a forbidden Discord. The filling-up part must 
accordingly be divided into two halves ( the semibreve into two minims ) as 
for instance ; 
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The interpolated note in the middle pari is not taken into consideration, 
as it is merely a substitute f^ an imperfect Concord; for which reason this . 
progression is to be regarded in the sane light as the progression fh>m a 
perfect Concord to an imperfect , in motu recto. 
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In Uiis example (at NB.) occar two pure Fifths: ^* f' because this 
interval is indispensably necessary to the perfect chord and to the complete 
harmony of the same. 
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At the first NB. the Second is doubled, and the Sixth, which would 
be required to complete the harmony of Six-four-two, is wanting. 

The second NB. points out the Fourth doubled where, according to 
rule , the Second ought rather to be doubled. 

All depends upon the complete harmony, which here consisting of the 
Third, Fifth, and Octave — whereas in the above instance the Fifth is 
doubled instead of the Octave — it is clear that the intervals belonging to 
this chord are not complete. One must not be too particular about such 
trifling imperfections in this strict style of counterpoint; much profit may 
be derived from these exercises , which will teach the pupil .the various 
methods of combination, and shew him the limits to which he is confined; 
at the same time he will learn where to depart from the strict rule with 
advantage, and where such lieense is not only allowed but imperatively 
necessary. 
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In (his , as in the preceding species^ il is sometimes allowable to diviiJe 
Ihe semibreve in the fiUfng-up part into two minims , where necessity Je- 
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(Frohber(eer, an antient composer, is said to have written short pieces 
of sacred music in which no Fourth occurred in the parts, not e\en that one 
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which is (he second tone (as taken. from above) in the perfect chord; his 
object being to represent in this way, by means of the pm*est Tricinium, 
the holy Trinity. This singular mode of writing is called harmonia sine 
quarts consonante. — Albrechtsberger related this anecdote to me the other 
day.) 



GouDter- 
point. 



Canto 
fermo. 



Filling- 
up. 



Founda- 
tionpart. 



f^HjiTiH- 



'^ 



^^ I • . cxL 



B 



s»«7B» i»ia4t7t tiifrt 



2 <9 



^E 



l^ 



ISO 



ZOO 



ifrrfiw'tr c^r riiN~g 



• I 3 4 B « a 



4 3 • • r f t 



^^ 



■insz 



m 



122= 



-*-- 



=w= 



Filling- 
up. 



Counter- 
point. 



Filling- 
up. 



Canto 

fermo. 



=221 



3= 



i 



iXM-Lf f f i rf rrfjf i ^f,. ^ 



83 7 fS 34Sf 



4 3 4 3 2 3 



^ 



§1 



=32= 



=22= 



^ a 



i 
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^ 


I » — ^ — 




r^^^i -— 




h-^ 1 

L-. r r r r ^ 


3 • 


^ 


— \ 

« 

^=w= 


i 


J ... 1 , J . 1 1 

3 S • 4 S 

P= ^^ 


— u [ r 1 ' 

8 7 6 S 6 1 3 


3 


— \ 

» 




1 t 


S 3 

-^ <9 


s 



Filling- 
ap. 



Counter- 
point. 



Canto 
fermo. 



m-x~^ 



^^ 



TOT. 



F^j jj:JjJ^ i ffrrr 



SS7 32 1232336 801043 



^^ 



I3C 



_ffi_ 



-«- 



3= 



-fi- 



l^b 



^ jg^ rj [ni^r ' r ^ 



=t=^- 



331 4 3 1386134 



uSC 



:1=t 
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Filling- 
up. 



Canto 
fenno. 



Counter- 
po^t. 



i 



s^ 



m 



^ — ^- 



9 19 4 9 



-^- 



IZC 



-^— 



32: 



-^- 



S 9 9 3 



• 9 T « B 9 19 



I tar -j jjj I .^^^^hJ^fr -t^^^=^^=^ ^ 



lij ^ 


A» 


-^^ 


^ 


^J— 1 


• 


9 
75 


9 9 


9 


^-1 

s 

jJB-4 


h 

9 


« 
« 


9 9 

p5> 


9 


« 
^-\ 


9-4 


9 9 19 


% % 1 % 


9 9 4 9 


\ 

- 9 



, r r r r ^ TX^^-t r r r r 



i 



^ 



=t=t 



As we have now finished oar synopsis of the five different species, we 
must proceed to combine them, viz: to Iceep the plain chant, and to write 
in one part two minims to the bar, in another i crotchets, and in another 
boond notes ; by this means the composition will be varied in a remaricable 
manner, e. g. 



ifrp^ir f irn^jjf r if^ Jrr ^r^-^ ir ^ i^n i i 



.^ 0tf ^0^ l0 M^tM m^l 1 1 M pMt 



'j i '^jr i n. iJ i >^ i i 



iw 



i«HMiHBaHiiB«^Miv m^w r'mtr laMHSMi^ ma 



'I" 1 1 ["' I 



ir. - fif nrrMr f'Tf rirr \c rfr ^^m 



Canlut firmui. 



m 



■^- 



-*- 



-^- 



czc 



-^- 



-IB& 



B«elh«f«D, Stvdiat. 
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FIFTEENTH CHAPTER. 

Foarth ■peoles of four -part, ■triot, ilmple Ooiuiterpoiat. 

In this style Discords may be used , which must be resolved according 
to rule , but the resolution of which need not be immediate , because one 
dissonant interval may be retarded , or held back , by another. The real as 
well as the minor Seventh may be struck freely upon the fourth major tone, 
and the diminished 7th upon the fourth and seventh major tone. The chro- 
matic or semitone method of progression is also permissible. 



Counter- 1 
paint. 



Cauto 
fermo. 



m 



IN TWO PARTS. FIRST SPECIES. 

l-g-|-^ <s>-{-^ ^ 



zc 



1^ 



ZL 



BI^E 






NB, 



^- 



zc 



:sr. 



:f=t 



The fall of the diminished Seventh, at NB., viz: from f to g||, is easy 
to sing and good , because the latter note , as leading tone to the Dominant, 
is correctly resolved by ascending to A above. 



Canto 
fernao. 



Counter- 
point. 



tee 



■tf>- 



231 



lai 



•^- 



zoo 



s 



^ 



zz: 



■^- 



-<^- 



s 



m 



There is also no compulsion with respect to the cadences as made and 
provided by the legislators of the strict style : I mean to say that we are not 
forced to abide by them. 

SECOND SPECIES. 



Counter- 
point. 



Canto 
fermo. 



l^ih »r 



^ 



:2sz 



eg^^^^as 



w^ 



» li • 

-» — 



if a* 
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r^ 



e^^E 



^ 



:W: 



S 1 S 



::»= 



PE 



Canto 
fermo. 



Counter- 
point. 



I0$E 



NB. 



pg ^=^7Tr^r~l^ii-->H^g-^7i^=^j ^ 



r iik i . ** 



© 



10 • SI 10 t SS 61 t 



^^-H-H^rn -^ J I J ^ 



The fall of the diminished Fifth (at NB.) viz : from f to bi:| is also per- 
mitted, beca]iise it is melodious and is properly resolved by the next note C. 



THIRD SPECIES. 



Counter- 1 
point. 



Canto 
fermo. 



NMrrrirJ^flr^r^ifr r ^ i rrt^F^ ^ 



^^ 



SS4 3i7S SB4 fc; t % • )ft S4SS t7tf*l 

r-^2 p,^ 



2z: 



:3zi 



h r r'i'f i fV^j i TfJiJt i rJJf-#<^^^ = ^ 



4^4t;s# •K;s4s % % % ^k t67« b«s 



6 S 



te 



i 



Canto 
fermo. 



Counter- 
point. 



B3S^ 



T2ZI 



• 07 S4SI »StS tOS4 f«7il 941 t; 




Pp^J^-ij^i p 



15S 
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W=^ 



-^- 



s!l|4ic sfejise t4ti sscr • — tf 



ff ffri^ i ^i^J 



i^ 



-♦V 



-;=*-# 



FOURTH SPECIES. 



Counter- 
point. 



Canto 
fermo. 



y^ I ^ f^5rfjrn«^-| Y-f^-fj^r I r r^ 



te^ 



-j2 ,_<p 



« » t 



3C 



T^ .-Tr fTf'^H^-P 



rfTF^ 



4 « 



-^- 



te 



■^- 



Canto 
fermo. 



Counter- 1 
point. 



te^ 



ZZd 



ft 4 1 !• 4 



3^3^ 



^ J^^ -- gj ■ ' gj 



^^ 



:«: 



te 



• t l» It ss ts 



"L-J r I r f Tr^FT n " II 



FIFTH SPECIES. 



"^i h JM -' i -JTfirrn'fmgrrllrirtr l 



Canto 
fermo. 



ffr<^^^=^ 



• 41481 t4l r % • t S4I X t \S^T 9 

J3. o 



3C 
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^■ffflftfffifrri'Cf^rrrr i ^ 



S4t4 rc«s7 t«« I4SC rci« • 



W: 



-^- 



^ 



Canto 
fermo. 



Counter- 1 
* point. 



m^z 



^ r^ 



i 



»«♦ n 



^ 



r-ijrr^ri'iaifTTY^ i -rrr^iyF^ 



^ 



• iQ* t ist4 stio «4t»i crts • 



"^ - r rr r'rTiniTi-T^^J-ffrff i >a 



IN THREE PARTS. FIRST SPECIES. 



Canto i 
fermo. 



Counter- 
point. ^ 



Founda- 
tionpart. 



^ 



^ -, fy ...--^.. 



-^- 



zz==:^=^ 



^1 W | [ 



^ 



-^- 



■ZSL 



^ 



-^• 



S I It • « t;« S 4 10 • S I 



I M ^«^"i^ l rj^^^ 



sac 



-^ 



^^ 



22X22: 



(In all these examples the counterpoint as well as the chorale may be 
transpoeed into any of the parts, which may be varied at pleasure, i. e. may 
be made to exchange positions.) 



iS4 



SECTION II. 
SECOND SPECIES. 



Filling- 
up. 



Counter- 
point. 



Canto 
fermo. 



l>iv ^ — 


«- 


1 — '*' T^ 1 


• fl f «■ 1 


III3 '^' 

[)^l"|V—=-[ — 


t 


1 r 

1 r r 1 r r 1 


1 

s e 

r r 1 r r 1 


1)11; tp * ' 

10 


• • 


10 t • 1 

_<9 „ 


— ! 1 ^ — 

10 t t s 



i=^ 



3ZI 



3£ 



^ 



£ 



^ 



^ 



^ 



^ 



3Br 



SE 



-<p- 



Canto 
fermo. 



Counter- 
point, i 



Poanda- 
tionpart. 



10^ 



THIRD SPECIES 

i2 



tff- 



3C 



IH»nrriljJj | j.JijlJjjj | JjrJ l rr^^ 



i^ 



III •»•« lit* «li> t>ll$ «lt* 



lac 



•. g 



Pfc 



nstr: 



^ 



• B'S 7 4S60 Se«4 ISiS 10 7 . S 



^ 



-^^ 



^ 



Filliug- 
up. 



Canto 
fermo. < 



Goanter- 
poiot. 



^ 
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a 



-^- 



1—-BO. 



-^-- 



ZSlL 



iStt 



\ \ 1 % % % k % % «s 



s 



' i fi I n f [=f5d?pz 



^m 



zsc 



4S % % % % S3 23 



S5fc 



^^^^g^^^ 



iS= 



Canto 
fermo. 



Fiiltng- 
up. < 



Counter- 
point. 



^ 
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^ifc=SC 



^ 



■1 ^ ■■ 



^ 



3SC 133 S3-- Sirs 8S10St;S4S4 



^s^^fr^^^fe^ifj ri -'Tf f^ilJd^^^^ 



i 



j^ 



^ 



3ZI 



E^ 



S7t 34S4 2 8434 S76S 7-17 



M=y^|-fffM- JT^n-jIff l fj Jj l -^ 



iS« 



Canto 
feimo. 



Filliog- 
up. 



GouDter- 
poiot. 



^^ 
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■^ 



^- 



.^- 



■^- 



,Hr,.rr i H^feijjn- II 



iiE 



i^ 



zz: 



3C 



S t 7 



l ^g 



2z: 



^ 



2z: 



n^l,--^ ! " I 'trt^^ I ^1 1 



SECOND SPECIES. 



Filling-' 
up. 



Counter- 
point. 



Canto 

fermo. 



Founda- 
tionpart. 



p^ 



'•^- 



-9- 



3z: 
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T-^- 



^<t}— l^-KH^PL-pU- i^-fH-f^TT^ 



^- 



^ 



3z: 



-tf>- 



-^- 



i ^i 



•^- 



h ^ -^ 



3C 



■jBC 



Mi> H' I r n f r I f ^ I ^ ^ I "^ 



14 tS BS •- % 1 



Pi^ 



rizi 



-H^- 



lEI 



^ 



Filling- 
up. 



Canto 
fermo. 



Counter- 
point. 



Founds- 
tionpart. 



3^ 
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-^- 



■jSSZ 



lES 



s 



-«y- 



18? 



■^- 



^ tr?-^J^j|if'i>^ri^T'"%^^ 



• SSI • SSt ISSS SISS S4SS S4S 



Mytt; " |IH 



ZL. 



s 



te 



m 



3= 



3ZI 






-^- 



*fc 



tSlS 4S4S S4SBS S8SS 7C7S 



^ 



fe 



Canto ( 
fomo. 



Counter- 
point. 



FiUing- 
up. 



Founda- 
tioniMLii. 



^ 



-^- 



FOURTH SPECIES. 

^ ^ ^_ .^^ 



3= 



^«r^ -fir rtr^Hf-r i r ^^^ < v ^^^ 



s -I 4s at IS rs ss 



^ 



.-^- 



j^ 
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I 



^^ 



^E^?£^^^^r^'^=f^^^m 



7 • S 7 • 



• S 7 

-^ 



W 



^^ 



^ 



WFTH SPECIES. 



FilliDg- 
up. 



Counter- 
point. 



Canto 
fermo. 



Founda- 
tion part. 



ifftivn-crfr i rjfef j f n^^^l&p 



^^ 



3= 



a= 



S« I4SSS »I4»1 » 6 •10 9S7I49I 



^ 



~^- 



-Sr 



-<^- 



■^- 



^ ^vtfs-^-y 



^ 



r' ri '=qT 



-<»- 



32Z 



sfe rrr i-J^''i'^r I- r miTTr^"^ 



^ 



l«tS 6«S6 C?^ S4I 4tSt 



ZBO 



i 



s 



32= 
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Sd Spe- 
cies. 



4tb Spe- 
cies. 



Id Spe- 
cies. 



Canto 
fermo. 



U[ J r f r K-^ 1^ r i^r i^^ 



^ (t ? -^^f m irnr^'V 



'iS>—4!^ 




E& 



^^-r-^ 



E£ 



• S !• IS 6~ • 

^fl f'^f .g^g- f^n f I f ==£ 



f \ f f—[f ^ 



^ 



ttOSS 7» •• 4 S t 



m. 



JjrrKr^f4iH^rirrj«'ini^^^^^ 



tier 1SS7 ISSS ISCl SQt4 



,^ 



-«- 



I3C 



"^- 



i 



32= 



Omnia ad majorem Dei gloriami 

Patience y diligence, perseyerance , and a steady determination 
carry one to the goal. 



End of the treatise on simple Counterpoint. 



TfflRD SECTION. 
ESSAT ON THE FUGUE. 



FIRST CHAPTER. 

Of ImltaUoa. ^ 

This braoch of scientiflc composiUon ought properly to be called the 
preparatory school of Iho Fugue. The rules to be obsen'ed are very much 
less strict than those applied to the real fugue or caoon. II is indeed only 
necessary to take a theme, or subject, in one or perhaps two of the pariS| 
and to imitate it in another part , as may be most convenient. The dist^ince 
of the intervals taken , by ascent or descent , as also the regularity of the 
progressions and the correct involution of the parts, need not be so care- 
fully considered ; it is also permissible to combine wiQi the leading subject 
other analogous ideas. For these reasons Imitation is an artifice very avai- 
lable in the florid style of composition, on account of its eOicient aid in 
carrying out a subject m a workmanlike manner, and giving an air of unity 
to the whole piece by means of the similarity which one leading idea is 
made to bear to the other. Imitation is a sort of graceful counterfeit of the 
Fugue , and ^ if cleverly used , makes no bad substitute for it. *) 

A partial or periodic Imitation may be used upon any selection ot in- 
tervalfi , as will be seen by the following examples. 



ttr=: 



m 



FIRST, IN miSON. 

4 fit subject. 



free. 



"^ 



?c 



^ 



=t 



m 



w 




Hi subject. 



^ Sd sublet. 



^-i^P 



I. free. fy' Sd ; 



^ 



*) I need acoroely ioy [to the musician acquainted with Beethoven's work fi) thtt 
B. was evidently much fonder of Imitation tban of the Fugue, which latter he seems 
tD hnve disliked t at alt events he never excelled in It, and but seldom attempted il. 
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SECONDLY, IN THE SECOND. 

4 St subject. free. 



Sd subject. 




^^s^^^^^p 



^m 



free ^^ subject 



^ 



^ 



3d subject.|j2®' 



*• -^ 



^^ 




(io the Unison.) 

8d subject, free. 



^=^\m^h ^^ i jffrUi^M- ii 



THIRDLY, IN THE THIRD. 

Sd subject, free. 



4 St subject, free 




FOURTHLY, IN THE FOURTH. 
4 St subject. 



td subject. 



iiB 



rnc^ e/i^^j-rj 



^ 



4 St subject. 



free. 



Sd subject. 



Fgiir'(! i fv c /MJj iJ^ r i f ^i^^n 
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free. 



a^ff rf/ 1 ^ 



U \ ^ \\ 



free. ^^ 



FIFTHLY, IN THE FIFTH. 

K St subject. free. S d subject. 



^fC 



^^^^^^f:^^ J I'feP^ 




^=s 



4 St subject. 



free. 



E^fc 



&flN I j J 



!I 



^ 



free. 



^^ 



fe^pfefe 



^ 



xa 8U«jeci. j^ 



48t subject. 



SIXTHLY, IN THE SIXTH, 
free. 



^1^^ 



^ 



^ 



^^ 



4 St subject. 



p:^ 



^ 



4: 



Sd subject. 



free. 



m 



!» c; i;/ u; ^-^=^-^ g j f f I r I I 



free. 



2d subject. 



free. 



M %r f Ir^gH f . r r i-j^ 1^ 
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SEVENTHLY, IN THE SEVENTH. 
Istsabject. free. 



^ri f-r i rrri^r i rf p l f/f^ l r'^ ^ 



4 St subject. 



w^^ 



- Ir r i r ' 



2d subject. free. 




^^ 



Sd subject. 



^^=^ 



f-f^f I fHJ,3-^f-HF 



free. 



M l; f r |-^r^ 



-^- 



^ 



EIGHTHLY, IN THE OCTAVE. 



K st subject. free. 

1C 



Sd subject. 



Ifrrf i fjrJJ i Jjjajf ;f i r ftM-la^ 



48t subject. 



^^ 



free. 



tj'^m 




^ 



8d subject. free. 



j^. ^' [ j^- l f fJf l ^^r I tfTtL- i Mi ^ 



8d subject. free. 



ft^^ i jjfj , ^ ^^ 



^ 



^^— ^■ 



There are also some other kinds of Imitation (artifices, or rather toys 
of iDventiOD upon which our ancestors set great value, as if they were pieces 
of real Art)! viz: the inversion , strict and free, the retrograding, the in- 
version backwards, the augmented, the diminished, the interrupted, and 
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THIRD SECTION. 



the Imitation upon the false accent of the bar (in Arsi et Thesi). — My 
Mentor said to me, lately, that if I desired more particular information upon 
these knotty points , I had better apply to M. Marpurg : — I can't say that 
I hare any great curiosity ; I can easily imagine what such intricacies are, 
and will make use of them if I find a fitting opportunity. If , in a composi* 
tion of mine , the subject allows of inversion , well and good — if not , it 
is just as good without that capability ! 

IMITATIONS A TRE, WITH A RUNNING ACCOMPANIMENT 
AS FREE OR INDEPENDENT PART. 

Ho. 1. 




f«^c- " ^^^ 



^i=-- 



4 st subject. 

-0^0- 




Wr r rnrt^^ ^ 



^ 



i 



Sd subject. 



free. « . „..k:^«» 



3d subject. 



^ , C^ ^ aosuDject. 



m-^r^ 



^^ 
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^r ~ g f Srir'°aT^Kg 



=: ^^ 



free. 




4 St subject. 






•^ ft/1 an 



8d subject 




&• _x 




' 3d sabject; 



l i^'ti Sj ^J-^^LDj^^ 




JJ'^ J r r' r i r 



^ 



jI-.L-l^ 




BeelboveD, Sladiet, 
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it subiect. ^ an 



i 8t subject, 





rr ir ^ gp 




^^ 



zsz 



J 



2d subject. 



L 



&^r I g^^^ 




8d subject 



^^^^^='^^^ ^ 1 '"'^^''''^^ 



±=MtZ 




i St subject. 
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4 St subject 



^^^^^^^ 



^m 



^P 



^^m 



l^i;_^_ASU I 



4 St subject. 



free. 



P^ L^r f^j.^^ ^ 




free. 



W r ^r ^ f ^tf=fi^ 



^ ♦ 



^ 




4 St subject. 



free. 



40^ 
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^i#n j£ ;j^^tJ^i^ r TCjD^JM f^ 



P^JH fE J^^^WTTO^jg^ 



•■ f«5. 



^^ J l ^^^=^i-,riHf=iM 



i p^n^i iy J- 



^^ 



3EE£ 



l^!^Tj^F^'^!#^=^UJ^^ 



48t subject. 



^. ^ ^ < p_u=t1'=1P^ 




ilhsobj. 



r-f^ 



8d subject. 



^^ 



fei 



>^^ i ij ]^ ! jj^ 



4 St subject. 



4th sttbj. 







SJiy-J f f 



^ 




free. 



4 th subject. 



fe^=fe 



|3#^^'r-^=n 



^^^=1= 
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1st subject. 



to r r r ^^ 



^<#»^«^^«»'^i»^ 




^ 48t subject. ^J3 free. 







4st subject. 



free. 



p^^ 



t=^ 



^?^^ 



4 St subject. 



tf, > ^ l , J < Jd3Sf:r-,— +d^^-|V;3g ^ 



SS 



|M i ' ccg,i;+cxlragM;^m~i^ 



^^ ""^ SSSr^ Sd subject. 



-jL-i r i f t ¥ Tfc TJt4.L,jL_j 



IBO 



Dritter Abschnitt. 



i m=,^ ^^^+f= ^¥^ \ f/rj t^ 



Sd subject, 



^ikk^h^B :Ef^E U.}^i nByr u-ii^ t 



Bte^ 






^^ 



E 



i st subject. 



4 8l subject. ^^ 
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m 
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48t subject. 
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f^^- 
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4 Si subject. 




Sd subject. 



i 



i^i 



dtLiL^ 



4 St subject. 
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JLL mi^ \ fifr% 



^-~r (!lf r 3 



8d subject. 



i* mi^ np^ji J I i^S'^^^n^^ 



^ ^ i rmif. | ^ rrr i gfrrH 



f i^ J. ; i i-j. ji^jp^j^ 
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4 8t subject. 
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4 St subject. 



b'F^^f/fH^^fe ^^ 



^ 



^ 



4 St subject. 



4th subject. 




^ 
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I 
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^S 
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^ 



>ject. Sd subject. 






5th subject. 



mr=^^ 



^ — ^ 



4lh subject. 



^^ 



^=^fe 



^ fe 



^^ 




fe^ 



^^ 



f^-lH^-J-J^^S 



^^ 



^m 



j.^jii,j'/-^^ ^ j J i |j.i^. I J 



N-r j-j_4-j=3=3-rT7rfff i j. H j - I p 



p^J l|JjP)-j=fT-i^il^-JCpl 
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Ro.4. 

Quasi Larghetto. 



THIRD SECTION. 

nUTATION A QUATTRO 
THROUGH ALL THE PARTS ALTERNATELY. 



^ 



l8t subject. Sosabject. 



^^m 



J. 'X^ 



5t. 



4 St subject. 
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W- 
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Sd subject. 
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m 
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Sd subject. 
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48t sabject. 



5th subject. 

9= 



P^^-J^i — 3jj J U^fl^ 




5th subject. ' ■ ' ■ 




r / i r r- f r i r fn i 



W=r^ 
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[ mr J i 



^^m 



5th subject. 




jJiTJ-j Cjlf l f t f.f, f II i ^ 



Pv^^T^L c j ^J " ^ J N-<-^ 
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subject. 
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4 St subject. 
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^!F i i h \ r~^ \ u > 
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=^a 



subject. 




vo 4iVi ^-^ 



7th subject. 



i^i^rf If J - l J .ji J 



=3r=t E 
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^ 
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^ 




■f^-^' 



9th subject. 
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l6t subject 




8d subject. 
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i;:^ 



^ i^n^ ^-^Tj 



iBject.^ 



4 8t subject. 




Ist subject. 



iTf r f l ^r^-N ^ ^^^F^^^ 
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^^■t:^ I r f ^ 
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8d subject. 
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SECOND CHAPTER. 
Of the two-part tug^e. 

The Fugue is a stricter species of Imitation. — When the first part 
(called Duac or leader) has expressed a musical thought^ the second part 
(called Comes, or companion) generally imitates or fepeats It in the Fifth 
above or the Fourth below, and sometimes also in the lower or upper 
Octave ; the Dux, or leading part, twms meanriiiiiie an harmonic accompa- 
niment (to the Comes) which, if talcen up without alteration by the Comes, is 
regarded as a second theme or subject, and the composition is then entitled 
a double Fugue. 

If, on the contrary, this accompanying phrase be altered, and not 
strictly adhered to , but only forms an independent part consisting of intei^ 
vals in harmony with the Comes; — the piece is termed a sitaple Fugue. 

When the theme commencd^ upon the Tonica ( the key-note ) kHA ends 
upon the Dominant (the 6th above) the answer, or companion to it, must 
be reversed in such a manner a^ to make it pt>oceed from the 8th to the 
Tonica ; e. g. 

Theme. Answer. 



Si 



m 



5 



gs 



38= 



■-e^- 



^^ 



If the theme begins upon the Dominant and concluded upon the Tonica, 
the same regulation is to be observed with regard to th# Corned, \,^. it is to 
be conducted from the key-note to the 5th. 



i i 



lae 



Theme. 



THIRD SECTION. 
Answer. 



Qir- rf|r (. 



|ii"r fr i r^ 



-^- 



-JBC 



If the first and last note of the Dux be either the Fifth ; 
Theme. « . llieme. 



Tr^llflll^ ^ key-nole, 



g 



^ 



a similar change is made in the answer; viz : 

Answer. • Answer. 



I3^^ r]7"7r|lk I " \ \ .p= ^: ^fr^ I ^M " fl 



(in the Fourth below, which, of course, is in unison with the Fifth alx^e.) 
In order not to infringe the old rule bearing upon this point, viz: that 
the Tonica shall pass into the Fifth and the 5th into the Tonica, it becomes 
absolutely necessary to alter one note*) in the answer, that the required 
interval may form the close. In this way a Third is frequently written instead 
of a Second ; e. g. 

Theme. Answer. 



'^^ r I r r r NfH lu r ^ r I r r <» I « ti 



or, vice versA, a Third is changed into a Second ; e. g. 



Theme. 

+ 



Answer. 

+ 



j) J J JIJ JT'3 Jl j l lj) r r r^^fr "^riJ ii 



Two identical notes may also be substituted for the above intervals ; e. g. 

Answer. 




iJ^W j) '^^^^ ^ ^^ ^ \-^ 



tr a Third may be made a Fourth; e. g. 

Theme. . Answer. 



p M^=^-UL.4^4^dM^-^^??i^^-^H^ 



*) TUs shews the absurdity, or, to say the least, the imperroction of the rule. 

P. 



and vice vers^ ; e. g. 
Theme. 
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^t-u-j;ij.ni J7T7ir^<f j^ i rrsa^ 



Likewise a Fourth may be changed into a FifUi; e. g. 
Theme. 




Or.a Fifth into a Sixth; e. g. 
Theme. 



Answer. 



|irtiyhf.^jTtii-^T^I^^j-r^ 



Or a Sixth into a Seventh ; e. g. 



Theme. 

+ 



Answer. 

^ + 



fjfr \ rrr, \ rr\ \ u^rr\rf^^^ 



And vice renk; e. g. 



Theme. 



Answer. 



ij= M^jj I ^f^^m ^B 




Or a Seventh into an Octave ; e. g. 
Theme. 



Answer. 

*■.».■ 



j, . 1 - \ ^>^^^^^^^,:^^^lrk.f^^'• \ \ 



and vice versll : 
Theme. 



t. 



Answer. 

+ 



^y^r, c/rf_[,^ ^d i^ jf-f-tiTrinrl l 



£•8 THIRD SBGTION. 

The motivo or subject of a Fu^e may, however, begin neither upon 
the Tonica nor the Dominant, but upon another interval lying between 
both ; in this case the Comes must be so arranged that it stands in just 
relation to the Dux, and begins upon the Sth above or the 4th below. For 
instance , if a Theme in B|? major commences with a Second , as follows : 



^'' ' rr^^j UTijiffjfTM 



P^_^iLLLi-S. 



the answer must in like manner commence with the Second of the Domf* 
nant, e. g. 



^ggst - 



In a two part Fugue (Fuga d due voci) when both parts have discussed 
the theme , the composer has to write a few independent bars in the con- 
trapuntal style of the fifUi species; — they must, however, bear aflinity to 
the leading ideas and conclude with a cadence upon the Dominant. Now 
comes the firit contraction of the subject (reskicUo), i. e. one part moves 
on while the other (that which has for a time been otherwise employed) 
takes up the motivo again, the Gomes having just preceded it: — thus the 
two parts are contracted, or drawn nearer together. After this another ca- 
dence is made, generally upon the Third above, called the Mediante (e. g. 
the note E in the triad of C major) — Here a pause may be made, if we 
choose. Lastly comes the second and final contraction of the leading idea; 
then again some half dozen independent bars — if we like it : forming a sort 
of patch; then v^d up wHfa a Ugatura upon the Second and a Seventh in 
the bass, and behold — the argument is finished I pktudite cmicit (For my 
part I canH Oancy such a two-legged skeleton; it seems to me a poor, meagre, 
unsatisfactory afiair*). 

The great thing to be considered, when we are inventing a subject for 
a fugue , is whether it shew capabilities for contraction, augmentation, dimi- 
nution, division (into fractional parts) inversion, etc. ; of all which omameo- 
tal -artifices applicabU to the fugue I shall speak inor« at length in the next 
chapter. 

(So now we must proceed to crack the hard nut ! it is a tiresome pas 
de deux, but it must be danced.) 



*) This depends a good deal upon the quality of the eonposltioa , which , if H 
be masterly , may render ev«i • two-pact Fugue interesting. P. 
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Comes. 



p^^f r | r^ | rfT | ^fr^ | ,"H^^ ^ 



Cadence on the DomiDant. 



License. 



gjTiatr: 



-jO. 



J'-rrfU'''i 



32= 



.^~ 



s 



JTTlr I" IrffK' ^1 ^^f Ifrf g 



First contraction 



Cadence oa 



^^ £-\^UU\^!^=iFm4i^=^ p^^ 



3^^ 



ar 



■JJj I Jr 



K 



-^- 



the Medlante. 



W^ I - l-n^-^ i I J-f-i^^^^jj+j^j^ 



Second contraction. 



#?# 



^ 



i 



r' I f r 



Gose (free). 



y-b^f •'^Jir T^r rr «^ 



=22= 



MX the frat cadence the tenor-put is brou^t back to the key-note; 
this is not good and has a vulgar effect; it is ealled a bag-tvig*). — IhA 
motivo is, in the above example, restricted to two bars, and subsequently 
to one "Bene I Where the word Ucense stands, the Dux begins a tone higgler 
than it ought, viz: upon E{^ instead Of the note D, with which the answer 
(seeing that the Comes has already commenced the restrictio) ought pri^erly 
to begin* This is allowable in the middle of a fugue- wondrous generosity! 



*) A Oerman phrase, not very hiteiHgible or of asy importance to us. 
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FUGUE IN C. 

ComeM, 



NB. 

(Sd pro 8d.) 



Jr I f r f ^S 



^^ 



Dua>. 



'j<<t,j!'\f-tW('Vkjr\n(fS^fT\rr 



[ r -fff If '' \rrr\ftn:^iiu-f^ ^m 



\ ^ rnffULimkt ii\jfk \ ^m 



(bag-wig. — 
any port in a storm.) 



( p r r-^T^ ^ ffirrfrUHj.i l . ^ 



'j= I 'tr'' ifgfc 



Cadence on tha dominant. 
ZE 



l ;^I.J-HJ 



J ij J 



First contraction. 



M^j^^LJy^ l JnUjfrfJ-lf'iH^Vf 



- # > 1 1« 1 - ll « 



^ ^^ rrr \' ^}\rfLiUL 



:^3r: 



^ 



(Plagalcadence on 
the Ifediante.) 



Second contraction. 



^f tf\' -Ui-\>i !' \ rr \ !''' \ 'kjf 



f' f rr i r rrn-rfrr i Tr H^'^ 



brVr' ifiLfflj^ ^ 
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The last restricUo falls upon the half-bar, tn TheH et Am. The plagal 
cadence requires, according to antient custom, that the semUonium modi be 
not raised by a sharp: viz : it must be D and not d||, oyer the bass-note F. 



Dux. 



FUGUE IN G. 



§srvM' rr i r rr^^^-^^^J^'n^ 



a^ 



Comes. 



'T-fnr rrA 



-^- 



gr^.cu-ib-fJqtf r I 'f'' \L(Lu 



Cadence on the 
Dominant. 



^m 



f^rtrtr\ r nrr 



JMfg-^vM^ 



,rfri^ErTT TFf: ^ 



esg? 



N I 



First contraction. 



^jUjj l j.aJlJg 



g^ /Jlj/^^t fT' crl ^^rf^^H^j ^ 



^Lti^rj h/jjj^ij/Jr-fcF-fp^TfTf J ^ 



i^^t*" 1^^ l..^-Vr i rr(U4i.rir r^\rrL 



Cadence on the Second contraction. 
Medianle. 



"J^tf^ 



-*- 



Or l f rf l ff^ 1 ^ 



ITl 



THIRD SECTION. 



h ^ f r |-r^. ^ 1 ^ n " ^ 



^-ft? \-U-^ 



As wBl have been seen by the foregoing examples it is usual to vary 
the entrances of the parts when the restriction occurs; e.g. the part which 
preyiously commenced with the Tonica is made to commence with the Do- 
minanl, and vioe rersk. In minor keys the cadences are generally altered) 
the first of them resting upon the lesser Third aboTe, the second upon th^ 
Fifth; for instance, in G minor, 4st upon El?, Sly upon 6., — in A minor, 
4 St upon G, Sly upon E. (that is, I say again, if one chooses! for f see no 
obligation; and as to the cadences, 

I won't be forced to make them. 

Unless I like to take them!) 
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The principal ingredients wheretff are: 

4) The theme (Dux, leader, or subject). 

t) The answer (Gomes, the companion). 

3} The repeat, (Repercussio) the peculiar manner in which tiie Ddx and 
the Gomes are made to re-enter, sometimes sooner, sometimes later. 

4) The harmonic accompaniment, introduced during the repetition of 
the subject by anottter part; if this be carried out, unchanged, throughout 
all the parts, it is to be considered as a counter-sukgect, and the piece is 
then a double fugue. 

9) The intermediate harmony, which serves to fill iq> tiie periods be- 
tween the re-'entrwices of the theme, partly while the fugue-motfvo is gdfng 
on, partly while it is silent. 

The less indispensable ingredients (inasmuch as it is rarely possible to 
bring Ibera all to bear upon one fc^iiie) are the following : 

4) The augmentation, {augrnentoHo) e. g. when the shbject which was 
at first written in crotchets is lengthened into minims. 

t) The diminution (diminutio) e. g. when the notation of the snbject is 
altered in the conlrary way, vis: minimft changed into crotchets, crcttdiets 
into quavers, etc. 
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3) The curtailment (ablM^viatio) e. g. when only a portion of Hie ftigue- 
motive is rapeated in other keys, higher or lower. 

i) The subdivision (syncope) e. g. when the re-entrance of the theme 
occurs half a bar or a whole bar later than at the commencement of the 
fugue, and is carried on by means of the ligatura or bind (per Kgaturam). if 
these devices can be made available , in such a manner that ttie character of 
the principal idea is adhered to, so much the greater is the merit of thf 
composer. 

5) The inversion (inversio) of which will be more fully treated ftirther 
on; it is the art of turning downwards a musical phrase, or figure, which 
originally ascended; or vice versft. 

6) The Organ-point ; e. g. when the bass is sustained tasio solo , and 
the other parts move on above it, imitating each other. (This is properly 
aD artifice, and a very useful one, belonging to the four-part fugue.) 

Here (in the fuga d tre) the cadences in the middle are omitted , with 
exception of the one before the last restricUo, where a deceptive close (cq- 
denza per ttnganmo) is very desirable. Particular attention should be paid tq 
the contractions themselves ; that one which brings on the repetition of the 
subject at two bars* distance is best introduced when half of the motive has 
been played ; e. g. 



tfr — ^ — 


\—^ X ^f^-f — TT-r — FH" — T-tH 


* 


1 ^ J 1 p— p ! 1 U: — [— 1 


a 


— u — p — ^— « — 1 — 1 1 [ p- — ■ — 1 M r f 



-fiL±- 



LLt-Cp I — £A=£= ^| 



etc. 



that one which draws the theme and answer nearer together ( only one bar 
intervening) is best introduced at the end; e. g. 



f^ff K'fir Mf-r i rf^ 



w 



r-L- ifTirri^' r.irriJ^ gj 
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Phrases such as these allow of being restricted to a single bar, and 
moreover may be carried an octave higher, m Arsi et Thesi, and also per 
Syneapen; e. g. 



S=^ 



^ 



P 



JLd= 



> 'fff ' P' r ' r r ' r rrn* 



^■j^^a^d 



^ 



?=? 



-o^ 




this kind of artificial contraction may frequently be made use of, and in 

various situations. 

Th# most common and effective entrances of the subject are those which 

are made by the several parts following in their natural order ; e. g. 
Alto, Soprano, Bass, Tenor, 

Tenor, Alto, Tenor, Alto, 

Bass, Tenor, Alto, Soprano, 

it being always understood that the Answer is given, in regular alternation, 

to the Tonic and Dominant; e. g. 



P^F #J1^,H5^ or U-- \\p " II 0' ^ 



or 



^" I I 113 - r>j:a «" iij ^ II 1 1 .1 ^rulr;^ 



The harmonic accompaniment begins at the same moment with the 
entrance of the Comes; the intermediate harmony begins where the harmo- 
nic accompt. ceases. 

An antiquated rule makes it unlawful to go beyond the six nearest rela- 
tive keys, in a strictly-conducted fugue; but I am decidedly of opinion that 
one need not scruple to infringe this rule — if a man have sharp eyes , and 
can walk well, he may venture to go a little beyond the prescribed limits, 
without danger I 

Whenever a repetition can be effected before the other part has qnito 
finished the phrase, it is to be regarded as a beauty in counterpoint. 



Hi 



16. 1. 
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t7» 



Mfh^ 



Companion 
^2 



^E 



te. 



Leader. 



ki.a^\iiiffrs^ \ {' r-W^ ^ 



Leader. 



-^- 



e 



^^ 



Harmon : accomp. . J / 

Inter : harmony in IaM^'^^^^ ^^ 
all the parts. > 

^ — 



^ff |flf r iri^ 



Harmon : accomp. ^ — ^ 



pP ^-rrPt^ j^ 



.^L. 



I 



t)'trrfh iffrEg^ i rr i -f^^i^ 



=N^ 



Repetition. 



Repetition. 



^^ 



^ 



=62= 



a^ 



3C 



riinm-^'^ — I 



NB.^ 



Harmon : accomp. 



'Arffirrrr i r - i -n^yr^r 1 ^ ^ 



Contraction. 



s 



te^ 



Repetition. 

Last contraction. 



-*- 



zc: 



Inter: har: 



nbfrf^rr f'^ ^ 



.jfi- 



RepeUtion 



s 



Harmon : accomp, 



In aU the parts 



Repetition. 



Repetii 



petiuon. 



«7« 



TlimD 8BCTI0K. 



E^g 



rf^=^=m^ 



/^\^| <g-r| 



^ff,- _, fW^ 



1 



^ 



1 



^ 



1 



3z: 



s 



^ 



la 



At i\rB. tiMre occurs a repetition with the substitution of a minim for a - 
semibreve ; this is not only permissible but much to be admired , because 
the entrance of the motive (which ought, in any case, to be preceded by a 
pause) is thereby rendered more striking. 

FUGUE IN bI^. 
Mo. 2. 



JM - I -'1 



iui>^iri ^ \ -M 



s 



I 



Leader. 



Gompanioo. 



it> -nrn^r^mm--m=^='^=r3ff^ 



Bar: acomp. 



ra 



^^ 



Leader. 



^■Lcgt^LZ-C^Czri r rnj^^ 



m 



m 



y fft 



Uar: acomp. 



i9^ 



pij-^f^r^M^-^^ 




Rope- 
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NB, It is customary to place a rest before a re-entrance of the subject, 
that it may stand out in bolder relief; in this instance it was impossible to 
do so*). (Why not? Art and ingenuity can surmount all difficulties.) 



k 'c xrtf 



^m 



i 



m 



Repetition. 



m 



yj--J i :^:^ irfrrrlfrf^J 



-traction. 



Repetition. 



^ ^ f~lf~f^S^=U=W^ ==^^^ 



-tttion. 



Har: accomp. 



, A rrrc/ i rfrr/ i rrrtj 



lac 



zzsz 



Inter : bar : 



^ K ^^nn^^^fii^fr ^ 



Har : accom. 



3lfe 



in all the parts. 



■^- 



t^^ 



f |f r— ^ if r If i |g 



^^ 



^ 



,^ rfi^ ii'^^^^^^^irrfiijqm 



S 
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g^^ 



fj^ I J-ljii-^ 



-^- 



^^ 



- r If I* i TFI^ 



K^ 



Last contraction. 



Repetition. 



w ^^-^> ^ —\f-^rvjrrr-]- ff ^r j i^:^^~^ 



Repetition 



K 



j^Hf-rf^^^^Sf^-'^ 



^ 



3=t 



-•- 



*) U Is lo b« distinctly nnderatood that all these examples were rarnished by 
Albrechtsberger, and were not composed by Beethoven. P. 
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THIRD SECTION. 



^^7^-j^-ir=^^ 



sciirq-^ 



^ 



3^S 



Ssz::^ 



Inter : bar : 



f jrff i rcfc/ H 
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FUGUE m a. 



fff r i iu-iz 



:ntr-T'- 



Comes. 



^E 



^-tiTTrrfri g 



■^- 



f^j^^m 



^rftef-^4^ 



1 



Dux. 



ar: accom. 



*g= 



Har: accom. Repetition. 



fe 



& 



^ 



tfw^ 



m 



rr^rrr r i^^^iffrr i ^ c i r^p 



Dux. Contraction. 

Remark: the repetitions follow, in this case, so closely upon one 
another as to leave no room for intermediate harmony. 



p " I f 'VTttt^-irv^W&^^ 



w 



IT"— TfCteg^ 



Har: ace. 



Inter: har: 



sg 



-^- 



Repetition. 



^IpfS^ 



A 



Repetition. 



^^ 



throughout. 



rrtrf-'' ^ 
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r r i ^rr \-^ 



■^- 



m 



Last contraciioD. 



Repet. 



^ 



ffgj ^f i i ^ i r-ff- i> T ' 



d I n, I — I I 



-^- 



^ 



£ 



fc"-^ /TN 



^a 



«^- 



RepetitioD. 



^ 



; i} frtf \ r fi^jtfffi^'rt'ir F-H^r^'nn 



* 



rrfjf rrn- ^ 



zz: 



iS 



Repetition. 
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fe - I - -^ ■ I • 




tao 



THnO 8BCTI0N. 



f ^^=^^Miy_ igg^- Tf!~:;B P 



j,' ,1 J ^ J-i IJ =3=i=j?i?^^ ^ 



s^ i ^ 1* ^ -i^ r ^tg %f r 1 '^ ^ 



f r^j^cPH^-^ 




b 



^^^ ^jj rq.z^ af^^Yn^^''^^ 



r>;r^ttfr ^r ir^^^ip^^ J ^ 



j|fa--^-^'<fe^t^ ^-f-T 



fl:S[^T~'^''^' lTT~'^^ ^ ^ J b J"! 



t)^t &ffl^^ ^^^^^^^8^ 
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^ ^f^th!\\y^ y^^-,^-=^m 




TT^grr t I r >r far |tS^6£a-f ; 



e^ 



,'ltJ .J tjy_r r HiJ-V-J ' &4J 






V— t-f 



i»!H^i)lJj;HJ^-!lC7-|^ r ^ ^ 



g^H-^^^-JH^f— Lf | J TJJ ^^ 




M-r ■ er r _ |.^-^jj =j= ^ ^p p ■ x 




t68 



THIM) 8BCTI0N. 




r 



^, j_jn; \ ti i ^-^^i ^tfi j ^ ^ 




^*r r Bhrr^ 




N i ^gyn-ff^^ 








^M g i'^^ .jiJSf, ^^ — F— ;^ 
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ItW 




^-fl rU^^ 



^fr ^ ^r ^^ J ^^MjrpS^m 



^>lj r -^£.=y^^^fy-[^ 




z^f j: * ^ ^-^^ ITLg^M ^ 




g^ S^Mg^^^^^T^i^Z^^^ 



^ 



g ^ripi ii N i H ^ 



[ ^r^T ej i??^!^ - i ^^^^-^^ 




^ ^Hrr^r r .^ hCiir<^^ 



f gM^-— #- r r ^k^^ ^ 



<^^^ 



>La iiJU ^ 
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THIRD SECTION. 




\ ^rj-^^ :s2^i \ j 'j-j 



y^tj-l- r i r— ^Pj^i-j^ — f^ ^ 







m 



^=^ 



\ m Tju 





i4 « ^ f h_ L B l l - 






:^ 



i ^^ 



?~J—J' 



* B * W 



3?jf-;^ = \-'~^=~ I- T** ^^1^ l^-t^ 




^M^ P 



=i= 



3^;:^j^^:ia 



^ 



^^^^^^ 



^=s 



ESSAY ON THE FUGUE. 



I8» 




FOURTH CHAPTER. 
Of Ike ftmr-parC Tugme, 

Here the several respousive parts may enter in the following order : 
Soprano, Bass, Tenor, Alto, 

Alto, Tenor, Bass, Soprano^ 

Tenor, Alto, Soprano, Bass, 

Bass, Soprano, Alto, Tenor, 

meanwhile the relation between Leader and Companion, and likewise between 
Tonic and Dominant, remains as aforesaid; and vice versA, viz: 



)¥ 



-^- 



,|lin|IH'P-"JJ »> 'A:i4|ll'-| ll u' | L qi 



Dux. Comes. Dua>, Gomes. Dom. Ton. Dom. Ton. 

In working out the fogue the following regulations are generally observed : 

4) When the motivo has been taken up by all the parts, the web of 
the piece is spun out by means of the intermediate and accompanying har- 
monic periods, and a cadence is then made (at pleasure) either upon the 
key-note or its Fifth. 

%) Without pausing at this close, the Dux or Comes may then re-enter, 
care being taken to choose a part in which the subject has not lately 
appeared: the other parts follow in wlmtever order the composer likes, 
i. e. in keys which bear aiBSnity to that of the piece, and without forcing the 
parts out of their natural sphere. 

3) To this is annexed a concluding passage, ending in a mtretto, i. e. 
the subject is repeated in various tonal regions, one entrance being more 
quickly succeeded by another than at the beginning. The half-cadence which 
occurs here may also be lengthened by a fermata. If the original theme be 
capable of augmentation, inversion, diminution, curtailment and dissection — 
so much the better I — When the subject has been conducted in this artistic 



IM 



TmRD SECTION. 



manner through various keys, first kindred, then extmeous — it is time to 
introduce * 
I 4) the final contraction, and this, if possible, over a stately organ-pointy 

NL^at it may be fairiy said „finis coronat opus 1 " — The usefulness of a resit 
\ / before a repetition has been already explained. 

V The result of all this is the followiag skeleton of a ftigue : a. Dux. b. 

Comes , c. Dux , d. Gomes ; together with their accompanying harmonies, e. 
IntermediiBifte barmoay. f. Comas, g. Dux. h. Comes, i. Dux. Contraction, 
k. Inter: harmony and Imitatlfms. 1. Dux. m. Comes, n. Dux. o. Comes, p. 
Inter: harmony, q. Final contraction or concentation. r. Organ-point, s. Ex- 
tended cadence. 

A happy selection of ^lemes tends greatly to the successful composition 
of fugues ; the following moUni have been sanctioaed and approved by my 
preceptor : 

FUGARUM THEMATA AD SEMIRESTRICTIONEM ET RESTRICTIONEM APTA: 
' No. 4. No. %. 



laz 



No. 9. 



No. 5. 



No. i. 



^a m^tf:!: ^^^^ 



PlagBl, or Phrygian. 



SQxL rfH^-'fr^sl . -rUJ 



No. 6. 



I'lrH'g^^^^ r rrlfrflr-Oj-l 



No. 7. 



f=^ 



etc. 



No. i. ^ 



No. 9. 



tet-^^ff^ff^^^ iij "i^f i c^r a 



No. 4 0. 



%rr7TQTj r h f -Ubte 



i 



No. 44. 



Answer. 






^ 



AatbeotiC) 

1\V fJ^ 
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^VLJiX^ 



Mr 



fe 



■° i p't" irriq^iH-'-cf i i- ff-^t^ 



No. 4S. 



or ptafiftl. 



No. «3. 



^ 



^^^^^^ s 



No. 4 4. 



Answer. 



3Z-4_<^ 



-^L- 



-*- 



^^ I ,g 



I 



a; 



'ISZL.ZjBL 



m 



No. 4 5. 



Authenlic, or plagal. 

No. 4 6. 



^1 yJrTrr i p"i-<^ a i 



No. 47. 



No. 4 8. 



f^^l^rri--^^^ gg 



No. 49. 



No. SO. 



g ^ ^^^ 



No. 24. 



3 FfT^ ^' I " 1 1* ""nfcfc 



No. SS. 

1^ — 



No. S3. 



Jf/ rri^Ji"^ fl^^r^-frtr-i§ ^g 



No. S4. 



No. S5. 







^ Ipr^fqr^rnffr^ 
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THIIU» SECTION 
FUGDE IN A-MINOR 



lO. 1. 






m- 



ffr^ irrjrjrrrn^'n- i frrrfrrrc^^ 



-^ktt 



> 



«<. . 



^ 1 ■' 



a (^ - 1 ■ I "^ ^l^^ 



.OL. 



^^^ 



^H — ' 



^T r-v • 



,r, - I , I ■ I - I - M-'- ^- 



^ 



i 



va'-\'-/ 



f^^^^^^^^^^ 



ffP=fP 



^ 







, v.'<.t.,-'. 



e=F^^^ 



^ 



^m 



il r ffH- £ffJ-%g^=-^+^^r r i r- 1^ 



If 



IE 



s^ I E ^^f 



,jfiL 



p^ 



m 






#^»^<#'^«r*^ 
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^^P 



^^^g^^ 



^e 



113 ^p ^i^|jir- r irif'^ |r 



^ 



^{f^rn^rr I *" iHh^ l ^^^^n''^^ 



rjr i'»^ ,t^b N tedbJ3'rg;l" l-J^^ 




^ 



- r liH J l if^-' I r " 



[^^^ 



S§ 



r r i rrr ir^r ^ 



m 



azzsc 



l u r rlr V' ■ l -'^J l r r If r l g 



la — -j |j^-J-^-3~~[yy3' 



^pg 



"1^ 



-^?- 



^ 



- r | rr-[ 



IW 



"MnDSBCnOM. 



^^^-^M->^Mf 



f^irr^ I 



L ^ r \ ' M 



a 



.JOL- 



B^ 



-tf>- 



rfjr-fjjirf=(^ 



iL-<jJJ | ffJj1Tj7J I ^Jjj|' IJ ^ ^ 



SP 



i 



f=r I " Uh^u ^^ 



=^ 



40 r^ 



'•f'lTrr l ffHM^ I " ! I f'c l 



If 



•^ ^Trf^r fTtrtf^^ft^^ 



-^-. 



i 



Iff 



^ 



£6 



^g 



^ 



3ZI 



^ 



2Z= 



3 



^^ 



3a: 



£ 



j^-p^if^^^^-| .. ^ ir r r ^ 



uimr-^^-T^-^H^^ '\r r ^ 
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:i=t 



.a- 



&rrfir tf i 



6^ 



r-Tf— ^-nH^ 



i 



r irPrtULf-ti^ P^ 



-^?- 



^ 



^^ 



^ 



^pT-Tp-^j:^^ 



i^ 



I 



^ 



"^ ^' r i r- ^ 



'>' riif"- 



ufc; 



3c: 



lo.2. 



FUGUE IN C. 



?-- ! - 1 -1 



36S= 



^^ 



frlt?=^ 



^^ 



g-p i i ' r i fB E^ 



Nr,f7t|rft^- tf r i rr J j i J jf#ff^ 
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THIRD SECTION. 



^^m 



n — \r ^ irnr ^V^^^^^-f^r 



!!i-'ffri-r>^if3iffi'rJrfi-r' -cr i rr^ i-*"^ 



^ 



m 



^ 



^ 



3C 



iij r r -p-fcifH^ gj ^fiizi^ 



iL.^'trc;if^ r^^ 



^ 



^^ 



?=fi^x]fa:^ ^ 



fc^4^- nr ^-jC-^^JirY-tr-r 



= ri= ^r- -^f^ 



te 



ffdl-r 1^" ^-ii'rrrir'K^K^l^^^ 



l^ ^n^^^-T-U-J ir fi\rrjf^. 



^»^-f-» f r rtJ4^3^ i r^=^T^ ^ 
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19S 



^ r'tftrr^ if^ 



-r K r 



m 



:^^ i rrr i r rri^ r i^^rir^r^ i ri 



>^^^=-^?^n^rrlTr rrir^r i^r^ 




r r irrr [-=- =f^ r i^ rr|jtiLjiJb| 



p-f^k\(^ \-^^ \r r i-sfl' i i t^r i^ 



m 



^^ 



^ 



^ 




,4g„ 



I ■ I ■ I - l -r Ir Mf r rr I 



li ij ' I - l-r l rHrrlrrf Ir'^^^ 



SE 



l"^%rKrK' ^ l '^"'lr I" 1 ^^ 



Beetboven, Stidies. 



13 



1»4 



THmO SECTION. 



m 



-# fa. T-f^ ^ 



n I n 



22= 



pi 



.jBL. 



^ 



-^- 



-*- 



^g 



i i n frr i rrr 



t-p I " I ^ f f 



l| g^r-rft g=f 



3ZI 



3r: 



^?Ee 



^ 



— ^ — ■ — ^" 



I 



i3-l-CjL,g 



f^^ 



f I r r riT^f^^^ 



11 



zs: 



ZfS — 



Ho. 3. 



FUGUE IN bI'. 



^pr=^ 



ff^pN^^^ 



^gE^£f#^ 



s 



^lifcifb 



p^"-*^f4f}rrf-^~it^FJ ^i^^ 



^ 



^ 



Ife 
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i»ti 



Z^^^ 



^ 



1 lifli - 



ijffrrw ri/I^TfTJ^rHf i rrf't^^ 



m 



&=jjj j/JU-irg 



ZZO 



s^ 



^^ 



-^- 



E^ 



^^^^^^^^^^^^ 



^ 



m 



i^^^ l fr rl-^^f - 



^ 



^^^r^r-^^ r |r ^ I " |,^cf^^£^ 



^^ 



g^^jJ^-S^ ^ 



txcTi^ i - ^^^ ^n^"^ — r 



E& 



m 



m 



S^ 



r-^ I 9 



■9- 



^^^ J I r r^M— tj^ I ^-'fl^^ ^^ 



» 



«3» 
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THIRD SECTION. 



N ^ ' ^ If 'fir r I 



VfhHf 



|y^>g ^ 



t-r l f ^ i rffl^ t^ 



H 



W'^ J f i r r I'yJrl'fr-'^l'' '^ 1'^ ^ ' 



l ^)^t^f/ | -flrfffl^ 



f B-^jn'trr^lr r ir T i r ^ 



i^ir \ r f' \.a^\rm^\ri(fr:s\ 



iw fl » I J "J 



I 



^ 



Kr - 



ie/rCTircfrcr 




^^ 



ze: 



fL-ir ^-MAfH^j4fE-/fS1 
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i^n'g/fCj'ir— ^ 



^^^^ 



m 



fr jif'^-f^g^^e/rrf^ [" | 



^"^^yjj ^M 



^^ 



P>yj r i jcf r i:^ ^ 



^ ff ^ 



^^ fCJ^f i " ^^ <f^ ir^T" f^T li r^ r^l 



> , r ircr^r ir t^^ ifx 



-^- 



le 



^ 



a^^ J r Iff'r-rn*' | JJjJJ|ff."irr-| 



'11^ \^f-h-\ftf^m((JV^^^-nfvj\ 



^rirri-i - 4-- I - I- f^ 



liaL£iXj:,g4^[ - 1—=-^" Iftfn 



g i ^ 



I'l ' i-irff i '' J ir 



wf ,j i '-rt7tiTffr' JMr^^ i ^ ^ 
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THIRD SECTION. 



3^ — |giz= g [^ 



g^s 



g> — a> :^ 



naM* yri s 



^^ 



:^^ 



s 



gnrrj r^ 



m 



K^-^r i r j ^ ii i^fti^^ ^ ^ 



^ 



jU. 



^ 



zai 



TBJu 



ri ^ II 



Z2z: 






I 



» 



W^-=^=^ I 1^ p-f^ ' ' J J } |yt-^-j-a II 



"^V r r J JU-J 



^ 



I 



FDGA PER DDE VIOLINI, ALTO E VIOLONCELLO. 

Ho. 4 

Allegro ma non troppo. 




^^^ 



m^^i=^ 



^^^~3 E 



1: — -tr 



^ 
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^r^^31^P;nf=^-7l^W£yJ!a^ 



^.fLi\J_C-=^ 



m 



S 



feM=^^^fe=t^S ^ 



j^^-^^^^^^^g^^^^^ 



^'^MlUttf . 



1^ 



-^- 



m 



wsz 



^ 






EJJ^fJM 



^r^f r |fx_g.4F^-^^^ ^ 



tour f ^-f I '^ - MJt^;^^ 





soo 



THIRD SBCnON. 




^ J J i^^j J i jS-f^^ 



^ 



-U < ■ I 



K 



^^f 



Bb=c^ 




jn^: ; ^ J. , m i j J J I- jg.^ ^ 



^ 



•^ 

^ 



K 






. '^'t '&rr' ifffr ^ - 



^^ 
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^ f %rj]^f "tftf f ^ I r i^ j . ^ 



^i;^ l j^ Jrj^lf^j p l j;^;T U 



j r^'i'i'J-i'i^ B 



fc 



'> iIL^ir- ^--^g^ 



I 



^•-^ 



ff r J]T3 




H i ^ J^JJ JJJJ ^i^ 



m 



^ m 



^ 



ES 



m r 'lilr^' t;cr|r r f trcj g 



|r.j^ j?34j^j_l^j-^^< 



I 



m 



I - J i r^^^n^ ^ 



'AT [fr i fffy'^f U fifm^ 
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THIRD SECTION. 



ip> L[jj J^^^r 



^gft 



^ZZ^^tJZ^Jg^ ^^^jg^ 






m 



r^^ 



£ 



fc-.^i^_s4CgL^ ^ 




yj^ f^T j-f 5 57J^j:£g g 



j_f^aif lr"^ fei'-J "J^ 



^-r Q:f | f r^^t^iTf i ^s ^ 



|;Fp^^^f^=i=p:T~V^tar I^B' :^^^ 



|££c^ 



t^^^Jjj^^jg^ 



^jj l J7:r]|.rxni-^ r- ^' 



1£ 



^^ 



^= 
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510ft 



iw^j — r^=f^ ^^ 



^^^ 



^— ?C"T 



p^-^-m^ ^ ^ 



tir-J-Ht=^ 



S 



Efc 



^^ 



^msf^^B ^y ^ L^ y^ ^ 



£-J^-J^^' I f < - 



|g6^ 



F^^^=S&^^£^ 




^ 



£ 



^ t^lf cftrr-jL|f-4j3.p_p 



^ 



1^ 



E^ 



i ^T^i^f prTfTf f J'j jJ i 



inrt£l^rcIii; |f4 5M|rjiii;^ ,i'l^gp^^ 



TIUAD SBCFKM. 




IQJ r ^^jjjT^:[^j^TJJt!^^ 



J' J j^ -H^-f-M -l^f^^ tTip 



f^^ J ^J r ' I 



n — r— n 



i 



Ul-C-f f If f' ^^ 




n i l J ic f Hr r f < hJ-JiO, t-^ 



lAJ f fi f\f-^fl ^\) i *^ ^ 
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Nota bene : the effect of vocal fugues may be greatly enhanced and 
varied by giving some of the parts different words from those of the others, 
and only at the conclusion giving the same words to all the parts ; they 
should also be permitted to rest occasionally, to take breath. If one is writ^ 
ing for stringed instruments this precaution is unnecessary; at the same 
time it is preferable to allow one or another of the parts to be silent now 
and then, for if they are all continually engaged together, an effect is pro- 
duced like tbat of the singing at a Jewish Synagogue -all shouting at once, 
nobody knows why. 
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The feature which distinguishes this from the common simple fugue is 
the one part which alternately carries on the plain chant or choral melody, 
in dignified tones „long drawn out,'' and to which the other three parts (or 
four, in which case it is called fuga i cinque) furnish the fugue-lheme and 
counterpoint This species has something very stately and solemn about it, 
and is capable of great sublimity. The canto fermo may be distributed among 
the pMs and transposed into any relative key which the Composer likes to 
adopt-only let him choose discreetly I 
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The deoomioation double counterpaitU is used when each part appears 
in a two-fold shape, viz : once as the upper and once as the lower part. 

Of this there are three different sorts : in the Octave, in the Tenth, and 
in the Twelfth; to which those (less common) varieties — in the Third, Fifth, 
and Sixth — bear an intrinsic affinity. 

It will be found useful, and indeed indispensable, to avoid certain 
Concords and Discords when the very first sketch of the composition is made, 
in ordre that each part may allow of being transposed out of its peculiar 
position into another interval. *) 

Care should also be taken to preserve a variety of movement between 
the subjects, that they may be more easily distinguished from each other. 
This c^n be effected by Using notes of different value ; e. g. notes of longer 
and shorter duration — by this means the characteristic difference will be 
clearly developed, and each part distinguished even when they exchange 
places in the score. 

The limits assigned to each particular species must, as usual, not be 
overstepped. 

When composing double counterpoint in the Octave, or — in case of 
the piece being written eight intervals higher — in the Fifteenth , the trans- 
position of the parts ought to engender a new phase of harmony. In conse- 
quence of this the intervals stand in the following proportion to each 
other: 

12 3 4 5 6 7 8 
8 7 6 5 4 3 9 4 
thus the Unison becomes an Octave, the Second a Seventh, the Third a 
Sixth, and so on. 

That part which is raised higher is called ocUwa acuta; that which is 
lowered eight tones is called oclava gra^; e. g. 
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*) That is to say : it is priDCiptUy a matter of calCiilatioo , which is an evil 
attendant upon all contrapuntal writing, more or less. P. 
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The result of which is : 

\ ) That both inversions produce similar intervals. 
S) That, as the nature of the case involves, the diminiBhed intervals 
are made extreme, the minor become major, aad thus vice versd. 

3) That the composer must be very careful not to let the parts rise or 
fall too far (and must have an eye to this in sketching the piece) because, 
if this were not regarded , not only would there be no alteration of the lea- 
ding theme, but a cardinal rule would be infringed, which forbids the 
extension of the counterpoint beyond the compass of an octave, although 
one does occasionally take a flight into higher regions for the sake of obtai- 
ning variety. 

4) The Octave is never to be taken at a skip, because the Unison 
would be produced , by that means , when the parts are invertod ; the effect 
of which is thin and bad. 

5) Sequences of Fourths are not permissible , because they would be 
changed into Fifths afterwards. The extreme 4th, which becomes the false 
Fifth , may be tolerated. 

6) It is forbidden to commence or conclude with the Fifth, or to take 
it at a skip. But it may be used in the regular transitus, especially before 
the Sixth , at any time. ^ 

7) The Ninth, resolving itself into the Octave, must be avoided, 
because , at the inversion , it would be turned into a Second and First. The 
best remedy for t^is defect is the skip of a Third in the bass; «. g. 
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The Seventh » however, viz: the 7th which is produced from the Se- 
cond by means of the inversion, may be used freely; more particularly 
when another interval is taken to resolve it; for the sake of avoiding the 
bare octave ; e. g. 
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Inversio. 

The compass of an Octave is not to be exceeded , because , in double 
counterpoint, a new harmony ought to be originated by the inversion; if 
this limit be passed , the same harmony will be repeated , even although the 
composite intervals be reduced to simple ones , and these are not so much 
intrinsically as locally different: thus, for instance, the Tenth of a composite 
Third is changed by the process of inversion into a simple Third ; the Nmth 
becomes a Second, and so on; in short there is no real difference between 
composite and simple Concords except that of the distance between them : 
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Octava gravis. 

But in order to correct this faulty counterpoint and reduce it to regula- 
rity (which is more easily effected by means of violins , on account of the 
position being rather too high for voices) one of the two parts, whichever is 
most practicable, must either be raised two octaves higher (i. e. into the real 
Fifteenth) and the other be left as il was ; or, both par^ must be transposed 
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the extent of an octave, viz: the one raised and the other lowered eight 
tones of the scale. 

8) The pore Fifth is not to be taken either at a skip , nor when both 
parts move gradually onwards , nor as the passing note of Puchs or as in- 
verted passing note, prepared by the chord of the Third, Sixth, or Oc- 
tave ; — because it would be metamorphosed by the evolution of the parts 
into an unprepared Fourth. — The transposition of a lower part into the 
octave above is termed inversio, vel evoluHo in octavam acutmn: a similar 
transposition of an upper part into the octave below is termed inversio, vel 
evolutio in octavam gravem. 

COUNTERPOINT WITH A CHORAL THEME. 



aUlJjh' i -frh'!^^ 



^ 



^rzZL 



I B 



4 S t • 1 I 1 p« 1^3 1 » b* ^ • S « 



^-<f^-^ 



3C 



^^ 



4 S « 



7 « K e 



-^- 



zzc 



-*- 



Inversio in octavam gravem: 



ar0-^ 



-^^ 



^ 



l»> b« 



'f^ - j i j r i ig-' ji''j'n'^'''r^ ^ 



lea: 



stt tS4S tft as 



'ML \ 'C/r 



*=t 



^ 



If one of these parts be raised eight tones, the octaoa acuta is pro- 
duced, which must, in turn, produce the same intervals again: — by 



BSSAY ON THB F06UE. 



991 



transposing it two octaves, higher or lower, the real Fifteenth is obtained, 
in point of position. 

COUNTERPOINT WITHOUT A CHORAL THEME. 



it, -Hi' nt' ^ I 'f f c/ i g 



8 7 I t 9 • r t 7«asi 1 * 

(U — 



.1 <f; ^ I fLiL\ ' r-H=f-& - 



^ 



*^ 



-«- 



rt r>«r> t • 



^^ 



Inoenio m octavam gravem: 



u cr^ ^ I r ^ I ' r rcj^rr ^ -jili- 



t • 7«»»1 S»878 7 S 



atri - I * l i - J I J— p 



J J J-i U r 



321 



^^ 



1^ 



321 



Si 18811 % I 



a r f I ' J f I ** 'J I N H' 



coDNTERPomr wrra a choral theme. 




rrirfrr|frf#r^ 



i tVilt * « • 4S»18 8878 tSllS 8888 



u h' r r l i 
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p-^f^f-^^^^mtmf r f rrrrn^ a 



tsist « S4 tif 7e#»* e»e7 »sa 7 t % 



=g^=TS 



-^- 



QtUntadecwia 

gravis 

of the YioliD, ( the ' 

upper part.) 



^te 



-^- 



« 6 7 « a 



; etc. 



a^^ 



S 



^ 



Octava acuia 
of the Alto: 

Octava gi-avis 
of the upper part. 



m 



-^- 



84SI S C S67CS 



• etc. 



Although one may change this kind of counterpoint in the octave into a 
Pricinium or Quadricinlum , by adding more parts, (making it three or four- 
part writing) this may be effected in yet another way by observing the follo- 
wing regulations : 

\ ) By using none but the contrary (or oblique) motion. 

2) By using, at every Thesis or accented part of the bar, no other 
Concords but Thirds, Sixths and Octaves. 

3) By never writing two Thirds or Sixths in direct succession , either 
in motu recto or contrario. 

If these rules have been strictly adhered to, it is only necessary to 
write a Third above to one or both of the two parts , from the first note to 
the last , and the piece becomes a three or four-part composition, which by 
writing Thirds below will appear in the relative minor mode , e. g. A minor, 
instead of G major ; the Thirds also may be changed into Sixths , that the 
parts may not cross each other too much. 
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Octava acuta 
of the Alto : 



<Mjjj|J' m (^B 



1 » S « SIS 



etc. 



Octava gravis I .. . ^ \ \ ^ 

oflheSoprano:\ ||13 tlr-^— ] gl T 




IN THREE PARTS. 



<H " .17 



^ 



^ 



or ^ 



^.tri-t-fTn^^^^ 



g 



£: 



o 



^ 



^ phriTpi'-lg 



or ^ 



^ ^" — [J 



p=^=m 



^ 



or < 



I toirjrftrn^ I fe &xiff-i^ii a 



-^- 



3K:t: 



I 



Ij^^tOffr i r-cfl 



or 



l^S 



^ 



I g3g= 1#^ ^^ j ^^ -J lf^ 



£^ 



3^ 



-<5»- 



IN FOUR PARTS. 



^ 



EE 



^^ 



.jGl. 



ZJO^l 



^ 



E^ 



^ 



^Tit^ri^r^ /^ I r r ^1S 



^^ .j^^r+F-g/lf rrc/r^ 
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or ^ 



ir^ Ir^ II 



^* 



^ 



or 



I'lMjjJ i ^- m 



i PNrKJff l rTJ' i 



* 



j-ifi^rrflT'cfi i 



* 



^ 



l i^-iMJrf i r^-^^ 



or 



3^^ 



^ 



or 



3 ^fc^ ^ 



* 



" frr« I J ^ 



or / 



l/tM J J J i p^ p 



In the following Pngae is shewn how the Answer is brought in by the 
aid of double counterpoint in the octave. 



^: 



m---4-=^ 



^ 



^m 



1 



pi-l-. ^, | .^^- r'r(irlff"Xf l r r' rrr 
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NB. 



-^^-f^ 



zc 



zzz: 



^ 



r rrrKr" TrlT' ^^ r I 



PE 



J r-i '^ r^ l-g 



73Z 



-^- 



'J' J.f/r" Ir- 



?:±: 



a a- 



;(=*: 



^ 



^ 



yrTg- 



a rrf i ^^ ^ 



-*- 



3z: 



" '^^ «b"3Tilj^ . ^ JJIJ' -j-^ I 



^ 



:£: ^JJ 



I22Z 



22= 



.. l-f'pjJl^ ^ 



S 



I., jr rrrrr^g 



^ 



^=* 



3C 



-«- 



t)iJJrf" !• Jc=-J | f,.jJrrrfr ^^ 
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an: 



m 



zzo 



^E£ 



i 



^ I rrrfrf^ 



1£ 



■«- 



?2X: 



fTTirr" fM-^^^- ^ I'rr^f^ 



-t^- 



^ 



^^s ^f.p^^ k-^F-rf 



E^e 



:1=*: 



=t=t 



:t=l= 



^^E 



^ 



li3 _L-| » -p^i_j i ^ r I { "-^ 



=t=t 



g £-M?-r-£ 



At the NB. we may observe , in the first place , how the Answer begins 
in Unison after a pause of half the bar, and is changed , by the inversion of 
the subjects, into the Octave, (see No. 4, t, 3, 4 and 6.) because the se- 
cond or contra-theme always replies to the principal theme, either in the 
extreme or middle parts, in the Octave; by which alteration another harmony 
is continually engendered. The reason why the Unison is changed into the 
Octave instead of the Fifteenth is merely that the middle parts require more 
room ; for the composite intervals are , as far as the method of using them 
is concerned , precisely the same as the simple ones. 

At No. 6 the parts play alone , in an artificial way , with the Answer, 
and conduct it to the restricUo. — The compression of the parts , drawing 
the two subjects nearer together, might also have been made in a similar 
manner, according as the value of the one or the other note had been alte* 
red; and the closing phrase might have been contrived thus: 
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^m 



?C 



fg 



fr i rifef 



^ 



ffff^TTCz^H:^ 



:t=t: 



-^- 



'W- 



-^r 



m 



^^ 



ZC 



-^- 



m 



40. 


9. 


8. 


7. 


6. 


5. 


4. 


3. 


S. 


\. 


4. 


2. 


3. 

+ 


4. 


5. 


6. 

+ 


7. 


8. 


9. 


40. 

+ 



SEVENTH CHAPTER. 
or dcrable ooanterpolBt In the Tenth. 

In connection with that in the Octave we have already shewn the use 
of this species , when Thirds or Tenths were added to the parts. 

In real counterpoint of the Tenth this interval is changed into the Uni- 
son , the Ninth into the Second, and so on, thereby giving a result of inter- 
val in the following proportion : 

40. 9. 8. 

4. 2. 3. 

+ 

To obtain the possibility of this inversion , without breaking the laws of 
harmony, the following rules must be observed : 

4) Two Thirds, Sixths, or Tenths are not to appear m motu recto, he^ 
cause they would change themselves , as the above schedule shews , into 
Octaves, Fifths, and Unisons. 

9) The bind of the Second must in no case be prepared by a Third, 
because that would give rise to consecutive Octaves, viz: 3, t, 3 -» 
8, 9, 8. 

3) The bind of the Fourth is not well applied to the upper part,' be- 
cause it would produce a false resolution below : 7,8; in the lower part it 
may be advantageously used) when resolved into the Fifth, because it pro- 
duces 7, 6. above, (by inversion.) 
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i) The Fiilh m nioiu r$cto is allowed in the free style, because it be- 
comes a Sixth by inversion. 

5) Sixths that change into pure Fifths are allowed m motu recto, 

6) The Seventh may be used d due both as a bind and in the regular 
transitus , but only as the Decima in h tre. The passing note of Fuchs may 
also be used in k due. 

7) The compass of a Tenth may not be exceeded, in order that the 
inversions may be formed properly. 

8) Although the piece be concluded on the tonic, as is usual , the upper 
part must commence the subject on the Third or the Fifth. 

9) Seeing that the inversion is made to lead (with voices) only to the 
Third, as proxy for the Tenth, it is customary to transpose the upper part 
at once into the lower Octave. 

This species is called Contrapunctum dupleos in Decmd acutd, when 
one or two parts of a composition in several parts proceed entirely in Thirds 
above or in Tenths : it is called Contrapunctum duplex in Dedmd gram, when 
the same thing takes place with Thirds below or Tenths. — Sometimes a 
Third above or a Decima is produced simultaneously with a Third below or 
Decima, in a four-part composition (k quattro.) 

The afore-mentioned rules are valid for writing a piece in three or 
four parts: i. e. the contrary or oblique motion, and no bind of a Discord, 
nothing but 3, 6, 8. — Thirds or Tenths may be written, sometimes to the 
principal theme, sometimes to ihe Answer, to both in four parts; and the 
other part may be transposed into the double counterpoint of the Octave. 

' COUNTERPOINT WITH A CHORAL THEME. 



^ -rhf^v^T^r i r^rirpK^^i M" 



t 




• s e 

— ^ 


• St 


1 — 9 1 


-" \" 1 



j , r f f f I r ,j I .^ frM N I I 



» 7 I • • S 



zzn 
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IITEESIS: 

THE CHORAL THEME AS UPPER PART. 
The counterpoint in the Decma gravis : (Tenth below) by ivhich means 
the key of D is exchanged for that of Bl^. 



=221 



iFfF^ 



3221 



a If. « ly^ pj^ J J I J J J-py ; 1^. I Y^ r I ^^ 



m 



-«- 



:»=*: 



I 



i4tf »4<l »8 •■ 



^ ^ ^ r r I r r r r I r^ J I J ^ 1 ' ^ I I 



Or: the plain chant'raised a Third : the counterpoint placed an octave 
lower: 



Tertia, vel Dec. 
acuta of the Alto. 



Octavo- gravis 
of the violin. 



3^^ 



• ssr tts »<» l^cs 



nr^ T^ I r^ j;i ^j^ I gdrgE ^^ 



^ 



I 



:*=*: 



Sll »4<S^S4<C It If a 



gTT r I ' r f p- i r r r r I r J hTin"T ^ nr 



IN THREE PARTS 
With a Decma gravis of the canto fenno, or of the counterpoint. 



te 



]^ 



ZjSSZ 



iLur^ - rTT^J J| '^ J ^ 1 r^cUL •'*• 



^ 



-^- 



I 



MO 
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or 



r J ^ I r TTpJT^ 



B^ 



3C 



3C 



iiL-^je4-^JWfij~j VTj^im 



To obtain a flowing melody , also with reference to the changes of key 
which the inversion produces , an interval must here and there be raised or 
lowered. 

COUNTERPOINT WITHOUT A CHORALE. 



' S^-^r^ ^^^'^0^-^ rf^^^^^^-^^^^i^^=^^ 



m^ 



-^ — ^ 



-^- 



rf^^fflfrrriL^^ ^l 



IN THREE PARTS. 



^r^ ^r^-^^^mf_rrr r if'-^—'rrr ^\\ 



s^ 



ff^g-mr rr^r^ ^^ 



Decima gravis. 



it>^j"\jjr^rfA ^ ^-^F ^'^'^ ~^ \ ^ mII 



or: 



it^r r\^^^-^ I 'rrrir ^M£^ 



Uir> '^ \ nr \ rw-r rrrrlrrnt'^h^l l 



ESSAY ON THK FUOUB. 



841 



IN THREE PARTS. 



ffp^ r77"^p£teiM^-+£z£ 



T7g" 



m 



a^ 



TeDih, or^cale Third. 



rff7^^imrt 4?^=fc#jgfr^ ^ 



Deep octave. 



i^nF^VT?^?q^£rFf-rT4f-^^^ ^ 



In actually working out the fiigue it is not necessary to introduce the 
inversiop at the very commencement, or to keep it up to the end ; the com- 
poser may, vn the contrary, choese two subjects adapted to inversion, and 
combine. then at his pleasure, and in any part of the fbgue. 

When (he piece begins on the key-note the transposition into the De^ 
cma grams (Ike deep fOih) will conduct to a Third below, i. e. to the Sixth 
above, which is also allowable when it forms moduiation iQto a relative key. 

COUNTEIffOINT WITH IMirATIONS. 



^ 



fe^zUE'f- i r r^ ^ 



IML- I- C-i ii== f=\C—Hf-j^f^pi=f^ 



^-rP-l^-^H 



i 



^ 



H r f 



fejEf^ 



I 



iK - |r r i pj|J.4-r' f. i ^ juJ'-i. i f' ^i 



Acute Third of the Alto. 



^i[} - ^ ir ^^^^^ E^ii ^=^-rrrr 



Deep octtfve of the Soprano 
Beethorea, Sudies. 
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ZST. 



^ 



e^^:^^ 



^E^ 



^^ 



^ M4£^=^ 



Decima gravis of the Soprano. 



^^l^^^i^^ 



^s 



-^- 



i^ 



^ -a 



i 



lUriP:-^^; 



^^^m^ 



::zi 



i 



IN THREE PARTS. 



( ^=^^f^^^^f=^=i-^===y^ 



UJi^.j:-\ j ^£itfin~^^~^^^f^f^R¥^ ^ 



m 



ifr ^rMjI'^ri^rrH-j-ib^ 



-«- 



I 



Decima gravis. 



gzrj ^^ 



License. 






E^Eg 



fe 



1 



^^ 



■^- 



E^ 
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lis— l-^HfHgH-r-^ — H-^-^i^ 



Tertia acuta of the Alio. 



^^^ 



r^rfP3=1 



or < 



^^^ 



^ 



Oc/ava ^otn^ of tbe Soprano. 



^ ^_-j^rjfe,,p^^ri=^_j_ ^ 



-^J- 



^^ 



Decima gravis of the upper part. 



^m 



-tf?^ 



^1 



-gy- 



g 



3Q 



feEefe 



When the counterpoint is to be made use of in all three or four parts 
alternately y one or other of tiiem may be suffered to pause by turns » or to 
fill up tbe empty space with melodic phrases, or to move in contrary motion 
to tbe subject, or to be introduced in some other permissible way, e. g. 






jCjnig 



^ if j/k r-^m 



^ 



^ 



rirrfr^ 



^ 



M' r r ifT rnrTf^ 



..^- 



p^ 



s 



M 



3 



zz 



1122= 



It is npw to be shewn how this counterpoint may be used in the com- 
position. 



&^ 



^ 



-^ , bfiT- 



Theone. 



Answer. 



M (9^ 



^ 



-*- 



<6« 
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Alttiough it appears as if this answer belonged to the class of counter- 
point in the octave (because it may be inverted in the octave] let it be re- 
membered that, as aforesaid, it is capable of being intimately connected with 
the counterpoint of the Tenth. In the following example this counter-sub- 
ject is given as transposed first into the Decma acuta, and afterwards the 
notes that previously formed the bass are raised an octave higher, in (he alto 
region, with a new fundamental part in the Tentfi below. 



W- 



^^Hi 



Z>ectma acufot. 



^ 



»5: 



^ 



^ 



-cz— ^— 



^^^^^rj^^ 



Octava acuta 
of the foregoing bass. 



^^ 



Decima gravis. 



FUGUE IN COUNTERPOINT OF THE TENTH. 
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1^ 



1^^ 



^^^ 



^ 



m 



No. r 



^^^fe^^^^^^ 



^ ^ - 



-^- 



ZBO 



ig a- 



^S 



No. 4. 



ri.,.^ rj 



11^-^ ^ff^^^ffi'^I^^ ^E Z^Z^ ^P 



^0.2. 



No. 8. 



-^-T'T 



'^- 



^n^r jilH-.^^ 



^ 



?z: 



-^g > ^^- 



^^ 
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^S 



p, t i ^ 
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^^^te 



ir^Vrr^ 



zsr. 



E^ 



tf> I -^S- 



3=^ 



■ g- 



f=!t7f 



nljLr f I" - p t^..:J^=i^y;^^j.^ p 



sc 



No. 5. 



^'-^— 7J ? 



SS^ 



22.1 



^ 



I25C 



itftf4^ 



*: 



P g 



¥===f 



^■^ rl'" 



=2B= 



3C 



^S 



fL^[' ijrTJ-^ ^ 



^E 



^ 



^m 



m 



=^ If' I rj" — If c |<N ^^ 



No. 6. 



3c: 



m 



F= 



^ 



^ 



]^^E^-=^ 



3C 



iSr 



^^^^^^^ 



This fugue is short, and was written*) merely to exemplify the coun- 
terpoint of the i 0th, and not as a specimen of an elaborate work of art. 



*) Beethoven's expression is here [literally) manufactured J not a bad phrase 
for the article in question. P. 
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Althoagh the examples No. I, 8, 3, do not seem to be in accordance with 
the nature of counterpoint in the Tenth, because the Answers move only 
in Thirds and Sixths instead of Tenths, yet they are founded upon the rules 
bearing on this species*: — if they be written as follows, it will be seen 
that they are in strict obedience to the same. 



ie: 



fe 



gr r -r i f'^ 



~<g^ < 



^ 



JSEZ 



«^ 



^^ 



■^- 



^ 



W^^f^^ 



But inasmuch as the compass of the Tenor (at No. I.) and of the Alto 
(at No. S.) would be exceeded if real Tenths were used, it became neces- 
sary to use Thirds. 

At No. 3 , where Sixths are written , the deviation from the rule is 
made for the sake of combining the parts more closely ; it should properly, 
as in a similar instance at No. 6 , stand thus : 



I 



w==^ 



^^=; H- j ^ 



^^^ 






Though it is ordained that the subject must re-enter with a rest , it is 
yet possible to introduce the themes regularly or inverted , as may be seen 
at No. 4 and 5, where an inverted answer is brought in; this being not 
only allowable but also lending the composition greater variety- which of 
course is an improvement. 
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EIGHTH CHAPTER. 
or double oounterpoliit In the Twelfth. 

The inversions must be formed as follows : 

\. 2. 3. 4. 5. 6. 7. 8. 9. 10. H. \t. 
it. H. 40. 9. 8. 7. 6. 5. 4. 3. 2. 4. 

or, when Fifths only are used, instead of Twelfths, to keep within compass 
of the voices: 

4. S. 3. 4. 5. 6. 7. 8. 9. 40. 4 4. 12. 

5. 4. 3. S. 4. S. 3. 4. 5. 6. 7. 8. 

The rules attaching to these changes are as follow : 

4 ) When the Fifth is substituted , for sufficient reasons , for the real 
Twelfth, the other part must be transposed by an octave, because the latter 
engenders a quite different set of intervals, as will easily be seen by the 
above numerical table. 

2) Sixths are always to be used in gradual succession, because they 
become Sevenths , and are never to be sustained in arsi. In the lower part 
they may be bound. 

3) The Hgatura of the Seventh is not to be prepared by the Sixth, but 
with another Concord. Moreover, the motus rectus, as well as every kind 
of Hgatura, may be made use of in the two-part fugue. The Eleventh and 
Fourth , the Second and Ninth are often met with here as purely identical. 
The bind of the Second is adapted for the cadence. 

4] In order to retain the original key it will be necessary to make the 
upper part (in writing 6 due) begin and end with the Fifth or Twelfth, espe- 
cially at the inversion into the Duodedma gravis. To obtain the inversion 
above , the first and last note may either be a Unison or an Octave. 

5) If the composition is to be in three parts, the third free part must — 
at the transposition into the Twelfth above under the first note (which will 
be the Dominant of the upper part) — fall upon the Tonic, because the 
counterpoint requires a rest. The iest note of the upper part, w)iich in like 
manner closes with the Dominant, should also be lengthened by a few bars, 
to allow the other two parts to form a free cadence upon the Tonic. 

6) When a piece d due is to be made d quattro , and to proceed in 
pure Twelfths , the sketch of the two-part composition must be made so 
as to introduce, alternately, nothing but Thirds, Fifths, and Octaves, also 
the motus contrarius throughout, and no bind of a Discord. 
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7) When the natural Fifth is written instead of the Twelfth above or 
below, the pure octave may not be struck upon the accented portion of the 
bar, because that involves the entrance of an unprepared Fourth when the 
inversion occurs. This defect can be remedied ia two different ways; 
Either one may use the double counterpoint in the Octave , when the upper 
part is to be placed underneath , or a real counterpoint of the Twelfth. — 
The ligatura of the Fourth , the Second , and the Ninth may moreover be 
made available in two-part writing. 

PRACTICAL APPLICATION OF THE LAWS LAID DO^^N. 
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EYOLUTIO IN DUODECIHAM GRAYEM. 
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B t»B4 1«IS SS «7»8lt 



^)Ti^-r |-.f rrif rl^ ' I ^t-^F^^ 



Duodeckna gravis. 
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-^- 



I0f»7t S «l S SS,4 S 



i^ 



It; 



EE^Efee 



ESSAY ON THE FUGUE. 



949 



Duodecima acuta 
of the Alto. 

Octava iocaUs; or 
permanoDt part. 



ffe 



-fl- 



> 1 » S 4 10 1» • 



<fi -r | 7(Xi£f^|^^ ' :[[ 



etc. 



of the Aito. 



Oetava gravis 
of the Soprano. 



3^^ 



,^a^ 



:2SC 



> 1S84 iait8> <78 



Ji.L_-r \ 'frr^z^J ^:t ^S: 



f^J frj I >^ 
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tit 10»8rt B4I » SI *^t • 



f=nf^J^^^^ ^^^ 



ZBO 



COUNTERPOINT WITH A PLAIN CHANT. 



^^^--r^^^f^^ I " ^-" ^^ n^rrn'Tr 



I 84f ttie iiiiia* $ trivasr 



IB^ 



«> r^ 



I 



rtf^ 



3ZZ 



:£ 



f-u I ^ cxjir'rTr^n^iTyf^'^ 



S it 19 SrtI •«• IB 4#> I 



^^ 



-'»- 



i^st 



I 



DfYBRSIO: 



1^ 



m 



• !§•• I4> 1SI4 8 78 «4Bf 



g ^^r^ I ,J f f | -.iLiLL. i_i:mf:3!ie ^^ 



duodecima gravis. 



1I»0 



THIRD SECTION. 



I 



|e^ 



zis:. 



rW: 



S » 8 



'M^=S=i^^=^-^^ ^^JTfWf^^ ^F^ 



Duodecima, vel Quinta \ 
actUa of the Alto. 



Octava gravis of the 
Soprano. 



3^ 



-^- 



-eP- 



lai 



t ie9t S4» lt|4 t7t Q^.^ 



^^ 






i4 7V«; Duodecima acuta ^ free part, Octot^a gravis. 



i 



3$^: 



-^- 



^ 



-^- 



^0^^=f4f ^r r ^ jl I f ^ -fEgE^- g ^E pt^^^ 



^: ^--v:H^rJ^ I ^^^STfT?g n jjTj rr 



m 



3C 



rW 



^^^^^^^^ 



^^^^^1^^^^^^^^ 



^ 



:^*: 



il <lu«; 



^ 



. ^^^ppM^^^^^FH^T f-rj ^TT^ ^ 



ESSAY ON THE FUGUE. 



SKI 



Duodecma, vel 
Qumta gravis 
of both parts. 





^ 




#^ 


=F^ 


[^ 


ii^ 





i4 /re; < 



3$^ 



-^- 



First upper part, or Quinla actUa ot Ihe inversion. 



3$£ 



1^ 



Dectma, vel Terlia gravis. 



B^ 



^fblj^gz^^^^ 



pa^ 



or: < 



First lower pari, or Quinta acuta of the inversion 

-* 



ii^a:: 



^^ 



:es 



-tf>- 



^< ^-i^ r r it:^ ^p ^-f-h^ ^^ 



or: with a Dedma, vel Tertia acuta. 



1=1= 



^ 



ISC 



ij^-tn r r rTER^fTTrS 



I>0C. acti/a. 



^ t f t-f^-ibzM^ ^f^^^ ^ r ^ ^ i^^^^ f^f^ 



or: 



lit lY » 


p^^ ^: * ^^1 


hI3 tU 


jL^: \ 




14-/ — --^ (^ r 1 1 T 1 =^ 1 
-f°-M-r-r M r TM fad 1 


'^ tp [* P 1 — 


-1 — 1 — 1 — III' — 1 — 1 \ 



5lttS TBIRD SECTION. 

iquattro, with Tenths or Thirds to both parts. 



^ 



3C 



if^ " 



:«= 



H 



m 



Dec, gravii. 



u c f r f^^r I r r rF^ 



i)0C. acuta. 



r-^ r ' 1 ^' "^""iT r r t-^ 



ii^ 



iee 



or; ^ 



ISC 



-*- 



^^ 



j^:^- 1 ^-^ ^ 



Nr-3-i i ^ 



ftfTr^rn-^i ^P 



^^-f f r I r r 1 r^' r r i 1^ £ 



^ fe l FFTf 



ddue: ^ 



rr-1-r r I < -j=fcJ^ ^ 



••• tl ttC 110 1 



i Ip ■ 



S^^5S 



C«m ifnitaUone. 



^^ 



^ 
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C-j:J "" I I 



f»7 tiat t4i t 



^ 



ISI 



-^- 



ESSAY ON THE FDGCE. UttS 

INYERSIO : Duodecima gravis with a pennanent part. 



-^ 



:£: 



^=^^=^ 



'=^^^ 



^B^. 



-X 






^^=¥=?^=p^^^^^m^ . 



-^m 



• I C !• t 



!• t • 1« 



.^ 



£S 



^ ^^^^^ 



li qwOtto : ^ 



p^^^^^^^f^f=^m^^^ 



¥ 



3^^ 



g=rir rir f=i^ 



i>ectfiui acuta. 



i *^rf±^-J-PL=1^ i - ^-M^ 



Dtfcfma jrraf;tf . 



I 



p^ - irTif f K f^ ur:^ 



^^^^ 



^ 



^^^ 



Ucensd. 



I32Z 



^-r I " — zn J J ^ I ..-iii 



^^ 



^ 



-*- 



3C 



au4 



THIRD SECTION. 



NINTH CHAPTER. 
C(»U«olloB of Mc«mpl«> la all three kinds of doable ooaaterpolat. 



Ro. 1. 

Counterpoint. 



)^iJU^^^i : ^:^^ ^^^: W p=f^^ ^ 



^ 



r^ 



^^ r-TTTT-^ 



^ 



Chorale. 



Chorale, 8va aoiito 



lf-«^-j^ ^^i4F ^fe_| r = p^^^"N^ 






by^^ .] 1 , 1 g^^Fg^MFFFSC 



dbunlerp. 8va gravis. 

Coanlerpoint. 



5E^^^}? 



^^ 



t<SS S4t »tlt »S4t I»4ll0«t7 t 4 ••• 



^^^=^P^fif-^ f^^!' —j— ^ 



Chorale. 



l ^^^m^^i^i-^ ^^ ^H^S^^^^^ 






Chorale, %m acuta. 



3F=j^-i ^sm =^ J ~p^ 



s=^^ 



7i«7* • 



^^^^ r!nunb>rn_ AfMi avnniM. 



Counterp. 8va groMS, 



ESSAY ON THE FUODE. 



98» 



,i—i-i+^^f4ifi=^ 



m 



ftsicit stiiss vt4C^t* cscsers 




'Ee:^ 



^^^ 




SS 



s a » s » 



-•• •t34»«IS- • 



'/ ' fr g ^^F=g [X^ ]l^ 



Ho. 2. 

Menuetto. 



VioUno. ( 
YiiAa, 






•^ C. f. 



i^ 



^a^ 



^"^"rt 



C.p. 



ti=l= 



jrf|rr|'ir''r1 ^ iMH-'Mf 



G. p. Octava acuta. 



b5^ 4f f^j;^^ &^" l rrr l fffK-^^^ ^ 



G. f. Octatoa gravis. 



^rUTTTrr r i frr44rm--ri^^^rf'?17 ^ ^ 






M-C- rTI^^ ^ 



c.p. 




gpE^ ; #fce#ffc4z££lgg;>r ff fj\Tji^ 



«t6 



THIRD SECTION. 



Lij , i ^^f cnf-uffJTm^ i fLiiafi^ 



C. p. Octava actUa. 



iA-f f f I f-^^-^ I J Hii^^^^^-r^ 



G. f. Octava gravis. 



j, r^t'irrfi^ ^ ^t^^rifff i fjqpif 



No. 3. 

A. 



-ir. » i frnf 



^^^^^ 



n^if. - 1 . -^ff^Trf^ 



"=fffff 



rrfr i^cf^f | T" '^f & =fg=fl 



^;gfg 



-*- 



i 



^^ 



^^ 



M^-- 



^ 



Duodtfctma gravis. 



jnu. \ frP ^ 



-^- 



^1 



»* I'Cxr cf I ^ 



r^-^-M^-^f- 



/f | t t; r ffi^x^ri^ui 



BSSAY ON THE FOOUB. 



«I7 



^^ 



^^ 



^m 



QuhUa acuia. 



^ 



^^^ 



idfc 



t 



^^^^ 



^^^m. 



i-p! =r:^a::^ gz£^!4J:i^^^^^^E^ 



D. d tre: 



^^ ^4l.l-UU^ ¥^- ^-WTtJ4 " I 



m^ 



m^ 



PE^=E 
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^ 



-«- 



i>edma gravis of the upper part. 



If ''JL-lTTff | J^f J 



% 



p=^ ^,^EjL^p^:_ff r ^ ) . II 



in r^fft;- 



ff r"r r-tt 



IE 



rf f r i -fa ifc £j=fc£-r r r r i » ^ 



B. 



3ar 



f-f^fT^ ^ ^ ^^^Fp !• f I " 1 



* 



TMia groHfU of the upper part. 
BeethoveBf Slidtes. 



^ 



17 



SttS 



THIRD 8BCTI0N. 



^ r=f-f-r-l^££ ^ f I ^' ±Li^ m i 



rr r f'Vtr^ r 1 1"" c r -^i f-h--^ 



If 



|i-l"'gT^ 



-7-r rf r II 



(et 



^^ 



^^^ 



-«- 



3Z= 



i>ecifiia octt/a of the lower part. 



Wf^^ 



i 



te^ 



3C 



i^ 



OctocMS ^ow of Ihe foregoing upper part. 



^^ 



t f iti ri^-l^i—LE^ 



OctotHi tocoJtf of ibe foregoiog lower pari. 



frJ ff 1 ^^ 



jT'" ^ r cr 



f^rM-f= ^^H-\ '' c rigf ^^ 



tJi r f; f ^ 



fe^^E^^ 



-«- 



0. 



I M p ffF ^Nf^i^^rh- ^^H^^^1rf ■'^ 



-fiL. 



QiM'nta gravis of the upper part let. B. 



^^ 



' f ^r f l ^ 



1^^ 



-*- 



7erfia acuta of the fundam : pari. 



^E= 



^^^ 



1^^ 



Qumia gravis of the lower part let. E 



ESSAY ON THE FDQOE. 



<us» 



w r r r lUzl^ ^ 



tA H H I^ 



frM^-Sd'rf.ri^-'- 



-^- 



^^ 



■)i-Lca^ 6^ 



fe^^-^^4-^ 



H. i qtuUtro: 



tr, ' I fffr 



g^CCTfFS 



-jfi- 



Origioai upper part. 



•^ 



e^ 



-^ 



^ 



13^ 






l>0dfno dCMla of tbe bass. 



!S 



S 



rfr l J^fJ 



S 



?cqt3 



-^- 



X>0cto»a gravis of the Sopraao. 



e^ 



r T r f t^ 
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g 



±f: 



Octava gravis of the original fund : part. 



f-f-r f I r c/j-f I f • tr r cr I ^^ 



-H rn toz^ 



^^ 



t^ 



i 



^n^^f— FPF^^g^^ri^^"'^=taif^^^ i » i i 



. ^^^^^^SFfrE^ 



-^- 



^^rr-t±r:t 



I7« 



THIRD SECTION. 



^s 



.jOL. 



^ 



3^ 



3ZI 



Utdma acuia of the tenor. 



n|^» I F-t-r n « 



^rff-rrrr— 1 



Qtitnla (Toviv of the first up : part. 



^. - K ^^fp^ 



^ 



Quinia pravM of the original fund : pari. 



Ftf-^jf ^ji, ^^^^^^ 



I>9ciifia fivot»f of the alto. 



^^M^f-ifd^ 



^^ 



ll, IT Tf ircj^fc^XXUAf^ g 



^^=F-£fT^r 



-^^f I- I I g 



!>■ r f r f^^fc^f I f r rTff^f^ 



FUGA ALLA DUODECIMA ^Fugue in the 4S(h.) 

I*. 4 



Ftoimo 
prtmo. 

Fto/mo 
^ecofufo. 



Ffo/o. 



te 




Gomef 



PB^ 



DtMP. 



^ 



*~°- l a^tf 'LJi^^ 



3C 



^ 



ESSAY ON THE F06DE 



Mi 



m 



w 



Dux.^ 



p= >r-=WWn 



zzso 



^ 



Dux, 



^M 



m 



^ i= JJ^jL 



=5::=q 



Comes, 



\sm^j^ \ r-ju^ ^ 



H^ 



I 



^^^ 



5S3^ 



— zr- 
Dux. 



I 



^^ 



Comes. 
Dux. 



zso 



Comes. 




OctavagranHs. 



gfc' -n Ju J i ii l r 'f i r'" J l ^ 



tfi— cir f f :f! S 



jJurf'-SfL 



Dux. 
— ^ — 



^ 



i)0cjma acuta. 



P^f^ 



JK— P-IJI^B:^ ^ 



Cointf5. 



H I ; -I- i^A 7^^ f: \ \^ J f nr f 1^ \r 



m 



i 



IHia;. 



i 



9e8 



^ 



^ 



THIRD SECTION. 



te 



Comes. 



E^ 



Decf ma actita. 



j,Kj. j i j-j^iauiwrH^SiHf^ g^ 






^ 



Fertta ocufo. 
Comtff. 



^v'l i ^rr 



^ ^i=tcjgii! 



"^- 



Dttodtfc ^rat^. 



I 



^E^ 



ttu^ trff, - | f f I " 



(m 



Duodee. acuta 
of the theme. 



I 



3^^ 



I 



graf>it. 



33 



i2a= 



-^- 



D0C. gravis. 



^^S 



-ffl- 



^ 



rr . f ffTIn ^frf 



I 



i>0c. octtto. 



^^E^-^ ^qz:^^=T^ ^^ ^ 



^ 



^^ 



£fetf^r i;fr 



Comtfi. 



^^ 




tec 



D9C. gravis. 



m 






fe 



Dtto;.^ 



^^^^ 



ESSAY ON THB PUGUB 



S6S 




Comes, 



^rrffrl r^^igJr^^Fig :^ 






Sexta gravis. 



m - 



.Mf^-M^-H^ 



'Ar ^ 'fi' 



^ 



^^ 



Duo;. 



f^ :p -t^-4g 



iF 



^ ^ 



-^- 



Decima acuta. 




F^ 



^ 



70ftf(i ociito. 



ZHmd. 



^ 



'^ J IJJ^^OIJT- 



^^ 



Comer 



lzr""==~PFiTfTM— fJ^ r -ifJLj ^^ 



^m 



-^- 



I 



^ 



|hJT-^ I J |j7?3fe j: ^!yji--^j^^^^fe^ 



Comes, 



WW-' 



' ^^.^iJn^^^ 



zzr. 



Decima actUa, 



^ 



iTTjTJM- J l JJ-^ 



Cofiief. 



164 



THIRD SECTKHi. 



I 



^^H^-frfffjH:^ r U^f^^\^ ^ UiJ-i^ 



i 



y~TTrj- 



^ 



^ 



-«- 



p 



^<!rrripjjgLj!j E^ ^ii^i . ^^ 



gp aO' ir rrLH-^-f-rff^H-^^ 



1 



i 



jy jjjjjjjji^a^ffr-rirrrri^r j 



I 



\rw 1'^ '^ \ mJUiiiUjj-\p=:^ 



U^-'H J Ijrp-rJ-^^-i" INjjl^ IjJjj I 



ft 



«=j^^i^ 



^ 



2C 



I 

i 



^ 



Dux, 



Dux. 



-^- 



Restrictio. 



Dux. 



sm 



DtiX. 



-^^^jjlJ^M 



-i^VUfe^ 



^ ^ ' ^ - 



^ 



-^- 



ffC/ir' ri^ ''-^ 



ESSAY ON THE FDGDE. 



•an 




I 



mr=^ 



3 



^^ ^ '-r m 



f^u.m^=ti 



^ 



3z: 



IE 



m 



r ir r ir-ri^^Ep^-Ji-f-j 



!> t|^ 



fexJr 1^ ^ 



^ 



IZC 



-^~ 



iH«a?. 



i 



^g? 



I 



1221 



^ 



^ 



zzc 



Sexta gravis. 



m ^^\i^l^:^ :^ ^:^ iU^=^=^ J^^ 



T&rtia acuta. 



iia^Jjjiy^fqg^-H^T^crir^^' 1 



Comes. 



I 



1^ 




^^ 



nfci- J r Cj-| ! 



■«- 



::«: 



:l=* 



THIRD SBGTION. 



FUGA ALL' ISTESSA MANIERA* (Anotber Ex: of the same.) 
II0.5. 



32= 



i^gf:^ 



^ 



-0^ 



Chorale. 



GouDterpoiDt. 



mr,<jjj | jjff!rif.^^^trtr— f 



Goanterpoint. 



Chorale. 



3$^ 



S6 



a^i ^?=tf^ 



I 



*E 



r 1 1 r ti-^^^ jF£ q:f^77(M^ 



Chorale. 



F=^ 



3C 



I 



Coanter|)oint. 



b' - I — liH^m^sm^^ ^^ 



^^^Mnf^fWT^^^ 



I 



s 



Decima acMfa. 



t-trfrtTi-f^ 



s 



m 



p ^7r^^f^^^^f-\H^ 



CounlerpoiDt. 



^ 



-*- 



i^-fr- ■^ ifJj.ii^ g 



Chorale. 



ESSAY ON THE FD6UB. 



967 



fT^r i frt^f^-^ — ft^ 



Duodecima acuta. 



m^ 



^ 



m 



'^- 



Chorale. 



^ :^^fjft^mttx''-^rr^ 



3^ ■ 



JDfcima jrravi*. 



sfeffU-CAt^ r \^^^~^^ = ^tr^ — 1 



Dtfsiima gravis. 



i \ ^ 



tfJL^M^rZl 



^n^=^-f^^^^r^f-^ir^^ ^ 



Duodedma acuta. 



|3' ' ' I r 



3r 



S 



-*- 



3c: 



£ 



- ^ ITTfY-h^ I f ^ 



2c: 



^^^ 



Dtfctma ^rovit. 



jjJJ|frfr|JfJ.fir^ 



fp^i^^^^ 



^ 



-^ r 



Decima acuta. 



iJjJllJ J f ^^^l^^ 



<&/ 



D0C. aeuta. 



g ^ — F^r I" i r"f = fp ' ' l i " ^ ' -H^ 



9^^rf r|^ fj^ 



Dec. ^avii 



zzc 



Duodoc, gravis. 



THIRD SECTION. 



^j f T^^'^f-^rr^r ^^r^ ^ 



4SL^ 



-^- 



r' r i f^ r^ i rr rcTi^^-^ 



i!i-j'"rciH^ #fi ^j \f -^^ 




m 



f~wiS r rtf^iS 



-^ ^7 



2ZI 



m 



JmJ I jf r-f #f^ 



3g 



3-^.U^^jj j3t^S^ ^ 



ff frfcTng^ ^ 



fe^ 



^^^ 



-i g — \-a 



i 



^^ 



:^ 



rjt mr r | r-^=p^tH ? ^rrg q 



b; 



^■'^^+fUf'nrr^ 



u±ffT\ \ r - 1 ^ ^ 



£ 



1» I " i 



ESSAY ON TUK FUGUE. 



zac 



Decima <Kuta. 



fiTTifrrO^l^rrirrr [Tffffrr^r^n^ 



m 



Jkiodec acuta. 



Decima acuta. 



E^ 



I22I 



-^- 



i 



^ 



Octova ^rat7»f . 



Dedma gravis. 



> JrJrirr''^^''rMrr^^ i '^^^rJnu'rg-^ii''rrl 



l^ecifTia gravis. 



^^ 



/^ 



i 



i 



ii trrrfifff^r r I ' 'n- I I 



£^»^44J^Rfi " I 



i 



[ y J jj j 



3sc: 



nV* 0« 



FUGA PER DUE YIOLINI, ALTO E BASSO. 




•^ Dux. 

COflMf. 



^e 



^ 



SfO 



THIHO SECTION. 







Comes, 



rf^ J \r J 1 ^ r- r i f r-^-^ 



P 



^ 



iHco;. 




u r ffrf l -frQrCjr l '.C^frf rift^ 



Comex 



£ 



f nf ^^1^ 



22= 



Dii<0. 



D«a;. 



^ 



^:: ^if tf ^ 



B 



gr< r J ' I ' r J i--rt~n 



mI ¥ r-F-^ r r-T. |r =p 



'jiQ-r f-ttfi^ 




BSSAY ON THB F0GD8. 



871 




sa£--MN^= ^^-f^-Tr 



3^ 



f r r r-rtJ--J J i ]ii.f^ ^ 



WJ-irr r \ r^-^-^-\-^^^-Jm 



.> r r ff^^H^-^rn msQ^^ 



^ 



ferfi B^ ^^M^P^ — ^ 



DMtma ^oviff, 



^ ^0^5i^!fj^3rj' jJi^J^ 



3 



^<^ 



£ 



B^ 



Decima acu$0. 



^^ 



^^ 



£ 



^ ^bca^^g T'^^f rr^ ^ 



i>f ctma flTiMit, 



Ffe3?^^i.j.rB.r3j4^j^;j;j3j i jn^^ 



IJ Ufj 1^ ^ir , jr-#f=^^^^ 



S7S 



THIIU) SECTION. 




A ^0 .^--^ Term gravis. r 



^ ^ N^^fl¥:aHr/])j:? l r <-^^^ 



Hfe teT=^ 



i 



^^^i^^^ 



^3= 



y=^ 



£ 



^"T-nf-yrn 



li-f- > TjBjgtf^J';ijHt=#=&^^N 




ri-i cU Cfl T-Hr ^^ 




rh-\ . r rfJ^-V r^J E^^:— ^-T^ 




i . r r riiff:ztp.U'f r.{f /^f\? ^-4 



ESSAY ON THE FUGUE. 



St75 




Counters ubject 



JL£^J4g 



-^- 



^ 



3 



,^ 



Leader. ^Duo;.; 



^^ 




Countersub 



I 



^%a#M 



te=j^ 



^ 



^^ J^j j 



^^ 



tuntersub ^ ^ 



3 



Leader. 



Countersub : 




Beethoren, Siadies. 



974 



THIRD SECTION. 



^^-^tnH^ t/e/lf-; 



j. J^iTjA^F^mj^l^^ x m 



g-<=- 



Leader. 



^ 



E 



rercrf If 



teis 



jrr-n L^gaggtf^: iU 



:^-JN^ 




i - if 



'> f r tg^^fj^i— —71- f r I' 



i 



i=^ 






^ 



^ 



Dux. 



i 



^^ 



50xto gravis. 



^ ^^ i riin i iniJlilST/rrff i 



^ 



rerfia act<la. 



DectfiMi ao«(a. 



n^rflT i T r fffrri'f^ g^^ 
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I 



if f if ^ 



^ J 1 



I 



J J J I 



S 




f^-lu fjL^toi ^^ j^^r^fttd^^'^ 



i 



3 



£ 



1^- r i r ^ ^ 



e 



ji * J ' J M J iUJ J|.JjJJ.n.Wl 



^la^f , cf^ 



fe^^^^ 




rr^ J up r 



j) ^ J 1^ r i r r c/TTJ^'n^ r; J 



gi >J7iJ i .JxijJiJ;3j| |j I J i 



fJ^i^- 



^^ 



^ 



^ 



RTT'f If J- l J ^JJ l j 



18' 
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THIRD SECTION. 



ji ■f.CiVr l T^f^' l -inVr J3lj «^^ 



m 



^- 



^ 



gg ^ 




f' ihr r f i 



Dtid;. 



m 



r^ — J 



#^« 'jjiTjl^ M 




i 



TTJ-^^TT 



-^- 



Duodedma acuta, 




Ihix. 



PJF^g 



3 



^ 
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^ Dux, 



3 



=^ 



e 



s 



lifrfta jjrrat^is 



U-ifJjf /^ ^1 W^TJ-rJ^V^ E ^^Bi 



rer(ia ocu/a. 



■j^'f f ^J^Uf^/r i 'r rj Tyf'"'^^^ ^ 



i 



^^ 



E6 



-tf>- 



I22I 



I 



s 



£ 



e 



=2z: 



irT?3^-H ^j;-J mu^-^.£=:H 



^>^^^[^ i ftjf-f Fr f+f f 1 ^ 



TENTH CHAPTER. 
or the I tt T e ri i on* 

A composition iu which no bound discords occur may be inverted in 

two ways; first, by the exaet contrary, secondly, by the inverted contrary. 

In the former case all the notes that ascend are made to descend , vnthout 

regard to tones or semitones. This and the opposite method of proceeding 

^ are called contrarittm simplex; e. g. 



SiUieetum redum. 



Contrarium simplex. 



4^ i r r 1 '^ f— i r r I- s 
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THIRD SECTION. 



The inTertecl contrary fcontrarmn reversumj is obtained by adhering 
strictly to the musical sequence and, accordingly, changing all the Mi into 
Fa tones, and vice vers^, e. g. 



=5=2C 



/g ^ 



n 



<g rj 



-^- 



izz: 



=82= 



In drawing a parallel of those notes which rise on the left and (all on 
the right hand, the result is that the inversion annals the diecoMs ; E, for 
instance, is changed into C, F into B-mi, 6 into A, etc. 

The first species is temsed the flat (or broad) inyersion, and may occur 
in five intervals, viz: the Octave, Fifth, Fourth, Second, and Unison; e. g. 



IT^ma. 



Con/r. «tiiip[ea; in 8tMi. 



m 5fa. 



j^^ jJ ll j,^rpirr ll j,^f' J JJ g 



iti4/a. 



tfiSda. 



oiJ'unif. 



^^ J ^J J II {^ J J J-^?'' J ^ J J II 



The second species , the strict inversion , is only practicable when the 
subject is taken up a major Seventh, Sixth, or Third higher, and when sub-* 
sequently all the tones and semitones, and the various methods of progres- 
sion , are accurately imitated in a contrary direction , gohig neither higher 
nor lower than the original theme ; e. g. 



Thitma, 



Contr, reversum. 



ji^ J ^ J J II j;FTYf7llj^^r;^l[|iTJ J J J 11 



in 7ma. 



tfi6to. 



in ZUa, 



By an artificial sort of transposition may be obtained two secondary 
kinds of inversion, viz: 4st the retrograding finversio canenjumsj where 
every note is copied or repeated backwards, from beginning to end, some- 
times higher or lower, according as the modulation into relative keys may 
require it ; e. g. 



Thetna, 



B. 



i,* .1 -I J J II J J ^ J I I .J ; J ^ 



retrograding. or backwards from the td haiow. 
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2dly. the contrary rotrograding inversioo (hi/f)€r9io eanorizans corUraria) 
where the foregoiog is again inverted throughout; e. g. 



Fromi4. 



From B. 



^t'— J- ^ j—f II ^1^-^- J J J li 



Goatrary, retrograding. 

(Would any one believe that a composer with a grain of common sense 
could ever demean himself to such ridiculous trifles?*). 

The two last species , in which no attention is paid to the value of the 
intervals , are uot applicable when the leading subject contains a bind ; the 
first two species may be used everywhere , provided that bound discords be 
avoided; they may also be rendered of some small service, inasmuch as 
they afford the means of diverging into other keys in a natural manner — as 
is proved by the concluding note, note, which is almost always different. 



THREE-PART FUGATO IN THE BROAD INVERSION. 

Allegro, 



Violino 
primo. 



Violino ^ 
secondo. 



Basso, 




(Composed by 6. F. Handel.) 
fr fr 



^g^^i^ 



^^^^^^ 



^'- rrLft/tfifjy^f/r^i^ (^'-^ 



m 



f K 1^ tl^ \ 



'>V' fj/'^ tHr^mtr'J i ca-Cf ^'J-^ 



*) Shade of Beethoven , could'st thou but know that even now, in the year of 
grace 486i, there are still ^ofTM-self-styled musicians and critics — ^who regard these 
and similar puerilities as matters of importance ia composition ! P. 
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THIHD SECTION. 



^/ c;r^6j'ttf ^'j mf^^m^fJTij -^ 



j,^^r/^ r. ^ l^ift^ynj^i^ 



i W r'r nij" i^J^^^^fp^ 







3-iK r« = ; 



^^sm 



tai 



• ^/ f^f Jr£=r1-f/'^r~^rl3l^ 



^Lp^yj" ^ t Jr^= — r-Mf=f 



iji^^iv. [ rO% = »-+-E^^ '^^ 



l^^-JjJTg i ^pj gg ;: ^!^ 



S 



-4SL. 



^^^^^^^ 



fefee 



'y^^Of^fh^-4-J/^Cfr H^r^^ 
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1^^ 




i hu^t^^^^t^Mis Uf i [ fir^£^ 



i 




^m 



^^^^= ^N ^ (llf l ki^ £^ 



s^^ 




ktirr^cMg^^^ i &i;^ 



^ ff^-i^>^\i^i=^ntt[p-^ 



r-^f. ts l£^^^^^ 



r=nF^ 
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THIRD SECTION. 




p^h^f'^tlM 



r i f r 



^^^^^t^^^^^^^ 



^^ 



«-^J'^OT l O^-#^ 




gj^f^ v JL-J. J -^ J Mli E 



*=# 



^ 



fe 



^ 



I ,'' ^r > * | ' = ^ 



^faEI].!L4p^-iic » f f fMr 'ir f ^ 



t* ^-f ^C ldgltlLjd ^ 




^^^^^^^^^m 



^ 



fe 



S^^SH 



f i - 



^4^ ^f.^j'frr-t^-'^^t^'^ l^'J "^'f^ ^ 
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P'^%^^^f\U 



^^ 






^^ 



^ fr^fgflO i - ^ 



l>:>k "J f p £^i r^j ^p f.,j ^ri i fJ^ ^ 



f i^^^i^tar^ 






^'i' i^^^ l ^^ - ^ff f Hrji^ 



f^'iiJ^Lcjx^fLf i ^j;iij3;: Bi J]j 



Wf v c rf.^ l J^J'^fftj< -— fg 



a 



^^ 



^f iTLf | r.j r-^f£e-r1-'y=ncJTP 




^yf&jf l c^gj|£j»Jj^^ 1 ^ y S 



^z± 



^ 



K r^.a^^li^ t c/f ;_ ^|Cc^g^ i p 
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THIRD SECTION. 



1 ^^ 



L-f^f a( I 



m 



j/ J i MUH^-Hff f{f \ ftLLDJSL\ 





^^ 



^^fc 



St 



S 



gFFF-^-^-^ 



^g 



^ 



s 




^ 



:^ 



g-J < ^ I J jJ-ff^^^ ^^ ^—i 



k 



tU jJr-xirftfg^f^-tlr-H^-^ 



IS 



I^M^-Jlj^lJg^^ .^ K ^^^ 
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S8tt 



pj,L^mr 1 -7^ ^ 



yr g jf -Pf^J J .'M l 



Si 



B ^^r-^3^^^ 



ELEVENTH CHAPTER. 
Of the dMM« 



Tliis kind of composition, particularly that with only two subjects, is 
founded solely upon the counterpoint of the Octave , from which indeed it 
scarcely differs at all , whether both themes enter together at the very com- 
mencement, or separately afterwards, when the repercussio has been finished. 
To these tnotivi aro also to be selected two different bats appropriate contra^' 
themata, which are by degrees combined with the leading subjects. The 
regulations attached to the simple fugue must be followed throughout, in 
addition to those of double counterpoint in the octave, in order to secure 
the necessary transposition of the parts. 

To manufacture a double fugue with three or four subjects it is indis- 
pensable to observe the laws of three-and-four-fold counterpoint in the Oc- 
tave , and also the following rules : 

First, it is customary to write one or two parts more than there are 
subjects contained in the composition , that one or the other of them may 
occasionally rest. 

Secondly, the subjects themselves ought to move in a different man- 
ner, and not all to consist of notes of equal value; they should not begin 
all at once, though they should end together. 

Thirdly, none but perfect and imporfecl chords may be produced by 
the transposition, and no discords; e. g. 
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THIRD SECTION. 




^^{ tetajt±tgfrl i nrr ii r i rf|| 



»• • < < S S4«<>SB7I 

or : _ or : 



3 nif ii r i i ^^ st rrif i irim^ 



as 4 S 4 % 8SSCSSSS4 



'>i-f4^-JHt ^ ^^ I rTrr l in^^^ 



good. bad. 



bad. good. 



good. bad. 



Fourthly, the bind of the Ninth is forbidden, because it would be 
changed in one case into J I, in another into J 1 ; e. g. 



^^-L-UL-(lJUL1 



bad. 



bad. 



ZZZl 



^ 



10 • • 4 s t % 



^-^r I " IM 



^^ 



CI s 



T •$ 



s • r • 



^ 



J J I I r r 



zsz. 



32= 



Fifthly , two pure Fourths may not follow each other; e. g. 



l^, r rr ^ I I f r f r II r r r f II 



6^4 79 S«4» KS40 



it ^ r f r i M i 3 J J II f r r a 



liSS 4 b^ 1^1 8 SSSf 



'^' t r ^ ^ t-^ r f r-nhjjTTI 



All which is baif; clearly enopgli. — Iliere is, howeirer, one excep- 
tion , viz: when the second Fourth is extreme, i. e. a TriUmut; e. g. 
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j , nrr i ^uu-trr i "! ri^^^ 



>•• 6 <•• • SSI a 



r r I I nr p 



• 4 4 



« • a I a 6 a t 



3: J I TT^r ^^ ^^bt^ 



gzyfe^ 



=t: 



(No objection can be made on the score of the false Fifth.) 

Sixthly, the Fifth must not be heard , as distinctly struck , because the 
result would be (in the transposition) an unprepared chord of Six-four; e.g. 

bad. 



$ ^' II f II 



ff 



The other transposition 
is good ; 6. g. 



^ 



l r>' f II I' II 



The former of these must, therefore, either be omitted, or else no 
Fifth and nothing but the complete chord f or | must be introduced in the 
principal subject ; e. g. 

good. good. tolerable. good M trantUu. 



ipf n\ J^{tJjii][jjJ^n r i rr rTr^ ^NjH^ " 



65 43 SSa4 cess SISSSI368 itf* 



SSarC |;4I« 4S«I 6S6I«S«S CSS 
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THIRD SECTION. 




SS»3 3S3S 



^mmuf-fj- ' i f i fr i \ jirm^ 



4«*< 4#46 



7«76 7<7f 



'>■ JjJJ JlJ 



Mr ^ 1.^ J I.J a 



^■''^ JXJ.J jjj^ 



Or better at the very outset: 



E 



d-j Jiij ;j i r>-nf ^if ff 



p 



etc. 



Seventhly, the direct introduction of the Sixth with the diminished 
Third , in motu recto , is forhidden on the accented parts of the bar, and for 
the latter is to be substituted the Octave or the Unison. Even in the contrary 
motion the chord of Six-three produces a discord of Six-four, by means of 
the transposition; the motus obliquus is, and will always prove to be: the 
safest card. 



i ^W\^rVU \ 



e 



£:i ' I ^ — ' I" ' A improved: i 



j) J I N 11 J I I J I I 



TT"nr ^Mir ^ i j 



r i ij i ij ii ri i 



U'r li n i rl l fll 



bad. 

The interval that is wanting is supplied , when the piece is written in 
many |iarts , by the free part which is not to be contrapuntally transposed. 

If these rules be strictly and carefully observed , it is possible to trans- 
pose (or string the changes of) a double fugue with three subjects in six 
ways, and one with four subjects in four and twenty ways, without making 
use of the counterpoint of the Tenth and Twelfth I But in order to be sure 
of succeeding, and not to make one*s reckoning without the host — as the 
saying is — or count one's chickens before they'ne hatched ; it witt be advi- 
sable to examine the subjects narrowly , and find out whether the transpo- 
sitions will not give rise to some forbidden chords : ( nice work for a Poet of 
Sound I ) To this end one should try three primary and then three secondary 
transpositions , according to which the parts appear as follows : 
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FIRST PRIMARY TRANSPOS: SECONDARY TRANSPOS: OF THE SAME. 
Upper pari. Middle part. 

Middle part. Upper part. 

Lower part Lower part. 

SECOND PRIMARY TRANSPOS : SECONDARY TRANSPOS: OF THE S A ME . 
Lower part. Upper part. 

Upper part. * Lower part. 

Middle part. Middle part. 

THmD PRIMARY TRANSPOS : SECONDARY TRANSPOS: OF THE SAME. 
Mktdte part. . ' ' ' ' Lower part. 

Lower part: Middle part. 

Upper part. Upper part. 

It i$ easy to 86« fliat die grcimd-part of the primary, tmnsposition is 
presorved in the secondary, and that eooseqaenUy the same intervals must 
be the result. 

!•. 1. EXAMn.ES OF A DOUBLE FUGUE WITH 3 SUBJECTS. 



First 
primary i 
transpos : 



s 



^^^1 



■•■.f f(j Cj- r. 



y r r- f— f^ 



S^ 



e 



^ 



Secondary 

transpos: 

of the same. 



-f.. ,r-i2iri^cir^Lrir || 

^ — ' ■ I II 



»E 



« 



zc 



'Ar.f r-fTff 



m 



t^g 



Second 
primary i 
trans: 



-^- 



:^^=t 



^ 



£ 



^ 



^ee 



^^ 



• a 4 s 



Baeiboven, Studies. 




S0O 



THIRD SECTION. 



^ 



Secondary 
trans: of < 
the 



^T- t f—U-i 



^t^-r 



Third 
primary < 
trans : 



ttermerrSTBJ^grra'ir II 



>•!•• 8(S 4 » 



3Mrp' 1^^— ^' . r 1 ^ 



• » » ..* 



^ 



^^^ 



fe= 



^ 



Secondary 
trans: of ( 
the same. 



i^^r.r ^' ^K r ir II 



131. r i r-PH4^ 




THE ABOVE FUGUE WORKED OUT. 



,^r t |rn-c; | Pf.< ^dq 



3E 



TAema C. 



tt»H: irLi^'iC;'ffl:if^fie/^ Jg^ ^ 



Thema B 



m 



n.A. 



^ 



E 






7%. B. 



^ 



^^ 



^ 



i^ 
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f^S 



mff^ 



^ 



[fpFg 



Th. C. 

.jO. 



Th.A. 
Ma- 



\__\r pcfcrif^r (i|r^ r. 



fA. B. 



r If- i j^ r~( UiuJnJUl#J^ 



KrjJjJSJJ/Jl/; <^ 



Th, C. 



^^ 



T*..i4. 



TA. «. 



i>P r qr I- iprrtfg-q^ 






]^ 



te 



Decjma ijrravif 



f^ ^if^cj^nu 



^ 



Decima ffraoi$. 



Th.A. 



Mif f,l^ >ji 



JA. ^. (Semirestrictio.) 



^ 



£=££ 



P=ffT^ 



7%. i4. 



£ 



^ 



^ 



7%. B. 



Th. A. 



Th.B. 



^^ 



8^^ 



T%A. 



al ravescio. 



TUJPl^^P=^ 



£ 



^- 



Sexlagrav. Th. C- 



Dec, gravis. 



^^F?ftnJ:fcig ^^^ ^^^ 



49* 
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THIRD SECTIOI). 



^-^^l^f^-JKfQW] 



iir%-rTr fT^ ^ ; f^Ff3-F^^^^^^=^ 



Th.A. 



PE 



T-TJ I J ~i 



' 9^ 7^j:ii\ nU^ i - r^ m 



Th.A. 



I77^7- rif^^ 



:3/?J^j 



D0C. octila 



^adt^etf^^ti'^'ir f ff '^g^jK-fl 



^exfa actUa. 
TH. B 



SB 



?f^icf;j^j rsu' J'j f I .J r-j 



m 



Th. A. 



rnTf ri^'J'/ji P 
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Th. B. Th. C. 



Th. C. 



ffgFtftt;,ijyy|.^r i fiN^tA^ 



K 



ferfia gravis. 



Th. C. 



1^'^fl- hp |j— p ^gfj^trTr^ ^ 



TA. i. 



f>i^ ; J- Jb J =^^ 



(Restri€tio.) 



Th,B. 



^'""TceTQl'g cir i^crigT^gTlr^ 



^^^ferir V:z]£i^ 



^ 



?^4^ 



i^i{-WT^^=r' r f le/j ^ 



Th.A. 



^ 



Th, C. 



I tMr-f ^1'^ f 'y f I 'r ffn i ^i^ 



Th,A. 



>Suf^rtJ[ir^^ 



£ 



^^ 



n. B. 



te 



UfTJT^ir 'y^*^^rirr~^ 



r*. c. 



■'''^ r r i(H(— ixjy^ ^^ 



rerd'a acuta. 



^ 



TA C. 



Sed?/a grai>is. 



S94 



THIRD SECTION. 



^ 



fe^^ 



^m 



Th.B 



Th. C. 




n.A. 



r^tiT\ffr tT i r -r — i 



Th.B, 



niTrtcT i r f frr i rfr .rf l C f/J^ ^ 



Th.A. 



Th.A. 



' h r ^" "r f Irfi" (nr 




tor > ^ 1^ 



ierna gravis. 



Decima grows. 



^r k J. Jj;ginrJ3|--g'i] / cfl^^ ^ 



i tfl^ir e/i^f' Ccr i 



Dectma acula. 



^tfTf^zztt If e/r I'l^ 



^ 
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Th. C, 



Th.B. 



yn- I'JT !■ if^J^;^fi#f= g]^ 




Th.A, 



^^ 



^ 



^ 



J*. J. 



i>0Ci«na provif. 



"b^jf fN ^j ~Tj < ' — m^ p 



>cr^^c/ i r < ^ 



i 



Th, C. ^0 m Th . A. 



7%. B. 



I KC;^Cf£g'lf fT^1'~^^ ^ fe 



7%. il. 



^^ 



^^ 



7>r(to actfto. 



1^^^^^ 



rito 



* 



SBE 



7%. c. r*._B^ ^^ 



Tertia gravis. 
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THIRD SECTION. 



Jt'i^eX/l^CiT^Cfl^ltjir ^ \^ i 



n, A. 



^^ 



zc 



nE^ 



*• ^ 



^^ 



32r 



r*. c. 



Ji ^ ri- hJ7 ir 



71b.il. 



^ 



-#«- 



^ 



1 



3C 



ZBC 



lo. 2. 



tLi r^rr itr 



^ 



I3M|; ■ 



fflSE 



«.. 



itF^^rrmr^-rMr ff i rrp/i^M^^Ji/^i 



ter- Kf-rfrg^ i rrrrn^^ I^H^r^ 



fe^ 



c. 



nurtJ^Tfre^ 



^ 



^g 



4 



K 



Ifc. 



i 



.^_ 



f V' I r 'irf -if ^ i ffaHH 



1^ 



^^K nr r i r rn^TcfT^ 
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^r\r r i r rtr ffKr ^\^M-^ 



mi. f- ,|iri^|i^r i rg;fr | r ^-^^^^ ^ 



m 



te* 



f=--r^ 



^E 



1^^ 



ii,^-i - 



i 



«. >-. 



... rfir r i r r ir rH^^ £;l" I r^^H 



i ia'^r-U ^^^=^ ter'!' l frfrn^ ^ I" I rrr 



i 



■«- 



f>; ^r \ fYT J^ if J 



^ 



JZ- 



-1^- 



ftfEttoi 



If 



j^^^-Trrr|fc:F i ^a i qj^.tir£4p 



BE 



^^' ^ ififl-^i^f;jf4f— ff. i J -^ ^^F^^ 



'A r I- ir f 'T^ "^ I -I J -b^—fJfi^J ^ 



S»8 



THIHD 8BCnON. 



1 1/ f r \ r f \ r^jL\imi 



^g 



221 



Wftstt^r fif ^ 



^ 



:35c: 



m 



J - i «J Ji||j;3^ i .j. .TJ i ffr i f-fe ^ 



A. 



m 



m 



-«- 



lai 



s 



^^^^^^^^^^^^ 



if ri' i if r^if ^ 



^^ f rr 



35= 



"^fJ^C l -j r l ''^r ! *• I" 



m 



% " \ h I f r ir r | i- c i r x 



iii ^^^nrfrf i 



ff i t^rrfTf- 



JBT^ I ' it^lrJfrl.i fc'i' l '" i^^ 



i nnf»r | >f^ | .jr | LJ!4r^ 



y;r rrii''^r ^ 



ii. 



^ 
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'=&=fe= 


j« 


i-r r 1^ r 


jg (^ 


|-eP 


-H** — 


rq 


IM— ^ ^ 


FfF^==^ 


'If 


-J — 1 — 


^ 


-1 


" 


lag rui 

1181; r^ J 


[g ji 


4 — ! — M — I — 


Ff^ 


ff^ 


#^ 




2 1 &£ 


-i- 4— 


1 rrrirJr 


-I 


J ! — 


4-! 


1 



=^ 



isi^rir r if-f1rn'rKrJLtf^=ff 



te 



?Rqf7 i M^?i ^^fe 



B-^ 



£: 



E 



i4. 



^ 



3= 



^?Lj^4fJT-]1'^?f^ 



^irT^r i rg/r^ i Tf^Tprr^cT i f <r | r^^ 



e 



r i r ti" 



£: 



^^ 



^ 



1^ 



^^j^^iyi^l^r/rcfir'^r 



^^^^^^^^ 



^ 



soo 
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;^r^rrlr - 



^ 



rff r'&f^tT ^ rzsr^\r ^ 



m 



^|^(l_(£-|.pL-ttdt?' tf"!-^ 



ij^ 



s 



ISC 



^r Ir- 'g^ i r li-^r^^^ 



gi_f |H^ rrf^ 



tti-rtr^r ^ t' | f rr 



c. 



C-nh'TF^ 



^ 




Sa p73-J ^.^7 > rt^ 



B..-^ 



i> ^ rf fC i r . 



- r | .%f| J 



^ 



s 



a-ttifnip-rr 



r rr i f.!^ =n 



£ 



^ 



K: 



< 



m 



r=&t^^^fnr^ 



22= 



^ 



9^b^ ^ I'Vrf | f tj' ir c/ j r' Cfjf-r 
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^^ 



Hiu rrr^ 



^r Trir ejjf^=>^nr- e ?trxt l!f ^^ 



w 



^^m 



5t 



» ^ J* 



Deeima acuta. 



B. 



Ett^TT^ Tf rr i r r- 



f-f- 



-W»- 



p^^Hr'rr i-rt i ffl£3 



zai 



Ak-C-(L^ 



11^B^=^^ J4,J-^iH-^ jJijLi.-7mX"^ 



P^r^l ^ r-f^ JHJ^ ^^^iMr-T-^t^^ 



3^r ■Mrrn t ^^'^i'i-rs^ri^ r i ^ ir -^ 



A. 



, V I rfrr U'r l ^ m 



m 



- <g I ^ 



221 



rrrrirr i r ^^=J hJrfl'irnr - 



^ 



^-br rtr^"^!^^"^ '^ ^^i''^^ ^^- i-^ 



SOS 
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^r i r rfr—^^'i^'' J^\rr^ \ » uj*;-^ 



c. 



lai; r -I Jt r n< 



ii. 



31/ *■ 



R-^r i f^r irtrir f 



3C 



[^ 



^^ 



i 



febt343^ 



tt^ c flr' cr 



BS 



e 



A^-f f |f r-^r ff | frcr | '» =) 




Sea;(a ociila. 



S 



3='r"if'yr [rf'^1 



■-*- 



3c: 



-^- 



i b-h^c/ i r' c/l i^i^'W ^j^ U ^- .H -^ ^ 



^^^^ 



i^ 



SB*: 



1^ r f If f Tr J^~/^r'l/^" -?^'^VH 



. ^Bagr ^b^H^X^ _^ 
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TWELFTH CHAPTER. . 
or the 



• The strictest possible Imitation is to be used when the Canon is in the 
Unison, viz: for equal voices, or in the Octave from the first note to the 
last. Hie Canon may also be maeufactered fn the other intervals , i. e. in 
the Second, Third, Fourth, Fifth, Sixth , Seventh and Ninth ; but in some of 
these cases it will be found necessary to make certain exceptions and varia- 
tions. Here is the finest opportunity for developii|g the commdrums of art — 
mathematical calculations, and the Hke. The following are the different 
sorts of Canon : 

I . The finite, in which the melody closes with a complete cadence. 
%. The infinite, whieh b^gias over and over again from the first strain, 
and where the close is made, at pleasure, at any point of division. 

3. The augmented. 

4. The diminished. 

6. The shut canon, where the entrance of the parts is indicated only 
by signs, and the whole strain is written continuously in one line, without 
pauses. 

6. The open canon, where each part stands above the other, together 
with all the rests required up to the point where the voices severally enter ; 
i. e. in the form of a partition or score. 

7. The retrograding canon. 

5. The double, four-part; the triple, six-paii; the quadruple, eight- 
part canon. 

9. The Climax; Polymorphua, (multiplex) canon in a cbcle, or round; 
llie organisation of which is indicated by its name. 

4 0. The arithmetical and enigmatical canons, which, like all other 
kinds of riddles, are easier to invent than to solve, and seldom*) repay the 
time and trouble spent upon them. In former tunes people considered it 
meritorious to cudgel their brains with such laborious trifles , but the worid 
is lealiy grown a Utile wiser now! 

Hie Canon in the Unison, for equal voices, is in fact noticing but ^ 
regular a due, a tre, a quaUrOy etc.; in which one part enters after tl^e 
other, as soon as the preceding one has finidied its phrase. The one com- 
monly selected is that which foms the buss-cadenee and produces the most 
oomplete whole even in two or three parts ; e. g. 

♦) Never. p. 



304 
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lO. 1. SKETCH OF A FINITE CANON FOR 3 SOPRANO VOICES 
IN Tp UNISON. 
Allegretto, 



iiM#''-f''irm.ir[:f r i r fH^-^ ^ 



^icmtpaf^^7]--J / I J' J-HFf^ q 



^fcU ' l J>JJTT ^Ji^.J J-l ip-M^-^ m 



II r t nnr ^j jrr^r^ 



f-Vj..f I J J' j:^ J J I I I 



mM^-gJ I ^ J J "JT^jni 



This is a shut or locked canon , the third part being written after the 



first. 



III! rirf.frirff, i j!j|if! i rff' i rrfC | ff|!^^ 



trnArrM l ii-^i'luJ i'l'i^i^irf, ^ 



(Here the second voiee takes it up from the commenceoient.) 



^ir (Botranco of the third voice, irom the 



commeDcemeot.) 



i-i- Ji i f f. ^f i f ''r -f r i ^^'^'^ i ^-''j " 



In this kind of alternation , or response , the whole may be repeated 
as often as the singers like and the listeners will stand it. The parts should 
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not He too low nor too high y because each voice has to sing it. To make 
this an open canon it must be altered as follows : 



fe tia£gSff= f Hf 1^-tr 7-iH ^ f^m 



^ 



pi^^ 



^m 



in the sketch, ^ 



m^ 



:«c 



(The third part as written 
because it contains the bass-cadence.) 



U^Ht.:^^ 



11^ 



MW^f^ 



^ 



=Ri: 



P 






fV ^^r-^-vit^ ^:h ^M^^m^S 



ss 



fm^'jrx^t^^ ^ 




f^^f^W^t^'f^^^^^^^^W^^^^ 



B«etiiafeQ, Siiaies. 



to 



806 



THIRD SECTION. 



Dal segno y where the parts are united, and after which they keep on 
alternating. 



!•. 2. CANON FOR THREE HENS' VOICES. 



Andante, 



t — tf r if-'' 1 1*" f 



( i^tk=LJiE ^m 



In love's soft arms' tis sweet to rest. 



^^F f'F^r^=r'-^^-i— [ff=ff ^^ 



In mo - ther earth' tis sweet to rest. 



1 ^1 , (fi - u fgfu^tLX^r i ^ f\rM. 



in an - y place the weary head is fein to rest, the weary 



\m 



i 



t±z^^ 



sweet to rest, sweet to rest. 



i>^r r |f rpr^r i rit 



sweet to rest, sweet to rest I 



CT-i r ^ r I rnf=f-rr-ii 



^ 



head is fain — — to restl 

NB. The effect is greatly improved by the parte leading of separately 
and not all together. 

SHUT. 



^_.,^r ^^t-t^^^^.^^ 



In love's soft anns' lis sweet to rest, sweet to rest. 



^i" ^ \ ^'=Wi^edf\=f-¥-f-m^^^ 



sweet to restl In an - y plaoethe weary head is fata to 

9i 



'j \ r ^ r tt^t; i ^ Jr I-fffl-M ^ \-L^ 



rest, the weary head is fain <— — to rest. In mo - tlier 
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'h I" ^ l f^f-H^^ ^ ^I-Q4.[!l ^^i 



earth 'Us sweet to rest, sweet to rest, sweet to restl 



OPEN. 



^ 



^ 



^fe^ 



m 



/Sjl^ 



In love's soft arms 'tis sweet to rest , sweet to rest, sweet to 



fe 



m^ 



^F^-^.lEtep^»F^^ 



t=$ 



i^S 



BEE? 



rest I Id an - y place the weary head is fain to rest, the weary 



m 



^r , r r ,r =£ 



In love's soft arms 'tis sweet to rest, 



g^ 



'^ — *- — *- 



ss 



( pt r -ff l rJ7Tf-ff-4f^^Nl^^ 



|S2 j^- 



iie»4 is fhin — — to restl In .mo - ther earth* tis 



^^t^]^L_^-^ i r - I I jJrYtf^g ^ 



sweet do reel, sweet to reett In an-y ' place the weary 



1 ^^> =-^— h^ 



rT 7 | r r | f =£ 



In love's soft arms 'tis 
10* 
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. M-" r ^M 



^^ 



m 



^ 



TT^yi 



SS 



It 



sweet to rest, sweet to rest, sweet to rq^r 



" ^^fir rT N ^frf^^s ^ ^ 



ss 



^ 



^g-^ 



head is fain to rest, the wemry head is fain — — to rest I 



m 



r-Srrr 



Vi 



^ 



sweet to Fest, sweet to rest, sweet to reetl 

The same proceeding may be adopted with four or more parts ; e. g. 

lo. 3. Canone a quattro voci. 
ato, K 



Moderato. 



^ 



ag££^^£££p=q^r- fif^t£ E r^ 



^e^^^^^^a^^fE^^^^ 



jf^^fr-ijiii \ f £ ^S--fip:=i 



m 



^g 3Erij:ri m-T— ^^3=Lx~g ^^ 



SHUT. 



ae 



^-f^f££l^ ^%f^ ^^f]tgrT lte 



^p^^^^V^-n^m ^^^^ h^i-Fr^ 



m 



^-4;jil^L'^^^MH -i^ ^^ 
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4 ^S^\j;I^^r \ trrj^r il ljn ^^^ 



^^ 



^ 



^ 



^ 



't=^^ir <te rxga^^L^f--h.jf^ 



m 



^^r i r f l^\t^ nc=^ ^ :f-rf 




■t 



j ^ J, 73 1 S" 3— ^H J J 



ss 



73=?^ 



^feM:iL^^^nmrr t^^lJ:j 



^fij-trrr |r r-tffr icrirMr^ B 



^ N^ 
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^E^eS 



S« 



^6 



^^i 



:^ ? *r 



- i ^ }. fiU- ^ 



^ 



ss 



^ 



i 



g=P=Pf-,i J> H^_j.^ f I I 



JV 



gt^r r Iff ry^crirrTi -- 



It is more difiBcult to invent canons in the other intervals, and in doing 
so it is customary either to place, the different defe proper to ftie parts at 
the beginning of the bar, or to indicate their order by figures indicating the 
distance of the intervals , above or below the note at which the part enters. 
The following is an example of a four -part canom in the Fifth or Octave 
below. 



10.4 



t^.^^rnc Cf]J:m=lr~i^l?f-Hf- ^ 



ww^ 



tt^(f; ■ 1 1" ^ r-jL-l-i^-C/inT^p^ ^j^ 



s 



^^-^1^ 
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r EL/j i^i^- f ^ f- v \-^^ r ^^ 






^ 



g^ 



^^^Sf^z^ifZtZ 



>; rrrr J ^-#T>r r~T^"^^ r^ ^ i 



•frr- ir-^-p-fr-sqJ^^rr if- c/ i 



T-r' gj'irrr ir^r ir' c; i rrr ^i^ 



r-gJ'irrrr i^-i' r^irrr i r t^ 



^>•^rrr \r ^\^ ^ ^t t--^' c^triT^ 



etc. as long as we will. 



This would be, io the first manner^ a shut canon by setting it as 
follows : 



l l all'l^H ^ cfi r^rTlpgTi^ 



which the musician will understand as follows : the Soprano commences ; 
at the tA bar the Alto comes in, as Fifth below; at the 4th bar the Tenor, 
in the lower octave of the Soprano ; and at last the Bass enters at the 5th 



Slfi 
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bar, as the Fifth below the preceding part, or Octave below the Alto. — 
According to the second form of composition the canon would stand thus : 



tfi^'^-=^^^^F^-^S^ 






The figures indicate ( 5 ) the entrance of the Alto in the Fifth below ; 
(8) that of the Tenor in the Octave below; (18) the Bass in the TwelfUi 
below. . 

lO. 5. A SmiLAR EXAMPLE. 




^^ ^^r^m^l^ k^ \ J^Jh^ 



Third below. 



Second below. 




irSbjf--pffE^^^^^ibT~rrl i 



|^^^^g^^^4^5 jj^-tT=it 



; ^^f = F=F =f r= 3^^ 



fz*= 



'Z: ^^ ^^ 



m 
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SIS 



^^^t-^^s ^ ^ ij wsjcsma^c^ 



h^— 



j;;^W-^ i j-rtffg 



a - 



^ NiLutoiJi ntAr i r ii 



PO-, - I'^fflBHtefl:^ 



#^ 



The enigmatic Caaon is yet more mystical; it is generally written 
.without sings, figures, or letters, and sdUMtin^ even without clef! This 
is a sort of problem to be worked out , or rather guessed at , till a lucky 
hit discovers the clue , and the correct answers come out in pure harmony. 
The leadmg thought ipust be transposed into all the intervals above and 
below , by inversion and contrary motion ; with a sprinkling of rests and 
breathing points; retrograding and by the inversio canorissmts; augmented 
and diminished ; even the obsolete clefs of the Mezzo-Soprano and Baritone 
(or high Bass) are to be ma^e faB% of> to untie the Gordian knot, which 
unfortunately cannot be cut in the easy manner ado^ited by Alexander of 
Macedon. — And what is the advantage of all this? much cry aitd little 
wool! Perhaps I may some fine day attempt it myself, when I happen to 
have nothing better to do; — Just now, thank God, I am more sensibly 
emj^loyed, and hope it will h% a long while before I waste an hour in such 
profitless endeavours. 



RANGE OF THE VOICES. 

very ram 



High 
soprano. 



J J J , f f uJ±£Milii£ 



in TutH only to il , or at most B. 



•^- -pi-hh-^f ^ ' ^ ^ ^ " 



soprano: 



k=^ 



AHo: M-r ryj^Yf^^ r r r f f f ^^ 



Hie first three tones are scarcely audible in TuttL 

in Tutu only to 6.^) 



Tenor: | |3 ^ ^ J JJ=f =r -f-Ul- ^^ 



The three last tones ire falsetto^. 



Baritone or 
high Bass. 



Deep Bass : 



^^fjrt^^^^^ II 



'^^^hh^^Llllj 



*) A good standing rule, hat nof without exceptions. P. 

»») Not always. P. 



FRAGMENTS. 



5iS 



It is difiBcult to pronounce words distinctly upon very low or high 
notes ; the voice is most powerful and effective in the middle region. 

The Soprano has commonly three different registers in the compass of 
two octaves. The first contains four chest-tones {voce- di petto). 
from.C to F. 



^ 



In the secoad, makifig nine tones^ 



m 



-^ 



^ 



the voice changes. 



^ 



The hi^ 6 is produced in the upper part of the thorax. 
The third register above the 



from B 



B 






to F 



etc. 



consists of head-notes {voce di testa) — after which the voice is formed in 
tie cavfties ofHhe forehead and nose; in this region it has scarcely any 
limits. Seme female singers can reach the octave to the highest C, 
The chest-tones of the Tenor voice extend from Cio G^ 



the higher are head- and fUsett-tones. 

The art and sciense of th« sisger is displayed in the skilful blending of 
one register with anoflier, so that the change is hardly perceptible. 

OF THE RECrrATTVE. 

This should be declaimed as if it were spoken. It is, in fact, a speech 
in muflic, but not m strict time; now slower, now quicker, according as 
the exfirMsioD of the weM|s may require. The ^omma, colon, semioolon, 
full stop, sign of interrogation or admiration, demands a peculisr kind of 
division or rest; e. g. 



Comma: ' 



rr^tit^^f^HUHi^U^ I H f» p- ^ 



^ 



m 



a 



Excepting where the sense demands that no rest should be allotted to 
the comma. 



5111 



FRAGMENTS. 



Colon : 



J T^r "pp'' iii^ii'n^^'o 






r \ir 



^ 



i 



The full stop requires the same expression, when the period is closed, 
but the same subject yet contuines to be spoken of. If an entirely new 
subject of discourse be started , the phrase indicating a close (or cenchision) 
is to be adopted : e. g. 



$ 



^m 



» » 



in the time of Fux 

the close ran Mnis : ^ 



\}ij.U '^^ 




A question is to be expressed in various ways, according to the 
meaning of the text : 



ip r i'ii'h I I T ^' f. r r r mMjifpaik^^ 



^ 



^^ 



E6 



-^- 



An exclamation or expression of afitonishmeiit : 



b 



Ti>iiff H-S:S-rr^ 



- • q 



No discord should be resolved until the meaning of the words is Ailly 
expressed. — Long notes may be used for ti^mqsil sentiments, short ones 
for agftation and violent passion. 

SPECIMENS OF GOOP RQCrTATIYE. 



^^T^.-^-i^^n^^^^^^rtjjrn i 



He turns his face divine to him, the wretched felon, whose a-go-nies he 



^^fP=^^=^^ 



n 



pi - ties, com-for-ting bis soul. 
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Instead of: QL ^ k'~^'^ 



write: 



:^=^ 



For-sd-ken. 



'V ^ ^ ^.-fr 



For-sa-kea. 



yJ^M ! ^-^LC=MJ}tabrp'*^",fi H-J4JLL,^ 



m 



Dit-pera-ta Porxkt alve- der spirar lo spo-so a pas-so len-to to 

"1 . >j 



m 



^ 



B^ 



^ 



c^rti^^ ^^^^^g ^^e, p (,fr^^ ^^ 



m 



Mgut /Ih all' tt - n-ma e non ta-sia di la-gri-mar vuol con tospi-rit 



m 



ft 



? 



? 



j^MM^^i-fe-tJc^ r.,f .f' tit 



^ 



g^ 



CO - ra M-flrWo«t*r di do - lor car-bo - ni arden-H h^ - terrcwh- 

b« b! 



E 



^H^iHs^ffct^ f J' rr^ gj 



pen-do sue kUhdfra cot^ M ac-eet^-U. 



i M^^=t^ ^ :TT l ^'J «— ^ ^ 



The following are bad phrases of recitative : 



ntf^t' \ \ i('ei^imitf: i '^ \\iu.^rtm 



rrrnp jf nh 6=6Hi^|z£dt 



SiS FRAQIIBNTS. 

Short hurried sentences : 



I^^^^^^J^ ^j ^rrHrf^rrrt, IIJ^hR 



De-it 



tu me di - fen-di? sog-no? s<m de-stof 



^ 



HarmoBies to express sadness and lamentation : 
• b -« l> u« 1 ». i,« tj 



i 



^ 



I L^^ [b^ IH^q S F^^^F^^ 



^ 



t i ^ i 



-^- 



jOZ 



ZSl. 



And, similarly, the modulations talnn in the contrary direction: 



A 



W^^ I ^ I |>-|^qJLf^jii4J i g:^-|g 



►' . ' 



The rise and fall of the voice should be regulated by the increase or 
decrease of emotion : e. g. 



Afnante di i 
Dafhe. 



m 



^grt^^^pg^ 



M&, cie-hl 



che veg- go 



[ pi *y1)gEaT-F_)_i:: j j^fff-^ ^ 



^— i — ^IHI-g''H!-{^{!-^ ;^ElJte^ 



mai? 



frondO'Se di - vengon le tue mani; 



dal~le membra 



^M^i SI 



br 



¥^^t 4 7i^-r- t 



^gfe 



^^ 



Jza 



t-iU- 



^^feirtth^^^ 



jpunto-no 



^1^ 



-di rami] 

b 



tn ar-bo-re can-giala tu mievoglie de- 



^ 



fc 
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^^ r^ M teHtg ^z g-t- - I -_^ 



lu-di, o di ' spie -ta-tal 



!>!■<. .£gr 



-rn^-if 



Expre^siQD of wondennent and delight: 



jiitrr c p yT^ S jj^p^^^^ r ttrtrfr rfib 



^ 



Caro VntUfo, gtUda mi a lei, e saprd, che son vi-vo, se in Milan vp-de- 



-^^=iF 



?sc 



-HH^-" f' iJ^ 



mmnni gnaJ ooii-ton-to/ 



I 



A striidng effect is produced by the voice falling along with the harmo- 

«y; eg. 



^H^f;nf7r^i^fHTr-0 P.ni^;p< 



Ah, .my Bm-ma-nu-^ll Re^deem-er! low he iiet, de-jec««ted, 



s 



S: 



-^c'T' l ^r. M^'la r^n ^ f I I 



slrittfl^iog with his sorrows, fall of an-gniah, yet ce-sigo'dl 

_ii .Si 



-'T(!-'n | |fr'ff''"'CTir^f^'i' t^^' M 



VM^ cheinspirate i ca-stiaffet-ti al-le nostf^ ahne, voi, che alpu-di-co hne- 

,^ J^ ki 



EK 



■^ 



fe^ 



5M 
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l^^^^^^^^^^m 



^p 



ne-0 fo'ite presen-H, di-fen-de-te la, o nu-mil 

> — - 



i 



—^ - 



The expression is rendered more forcible by repeating the words ; e. g. 



#tr-e3Jfe i^s^EfefedMF^i^^ 



m 



He rescued from death the gent - le girl , with'love's al-migh-ty 



g~riy-j— r- 



i 



igj 



f ^~ritm = {; jm iiJ ^ i^'fai.^ iirfcU Eg 



power, by yonder heav'n I gw«ar,'.vitlilove'ca>-ft)ig^tf pwwerl 



PI 



^ 



I think , ( with some alterationr of the words) *) the passage mighf b€ 
improved in the following mann«' : 




ff^f# s^t^yy=» 



'twas love'^oin-iii-poteQce, by yonder heav'n 1 swear/twas Igya'apm-njipoieiice I 



^^^^-fi=^t u ^r^-=^^^ 



CONTRASTING EMOTIONS. 




Ijgi I ^ ' i ^l S^ 



cofi/0« - Mf-d* - (Htf «o ?; chiederti - (o Dio I) che ango§cia i guesta / 



^ 



^: 



£ 



*) The sanae words are retained in the German version (which was not possible 
in english) and the improvemjnt consists merely in a more correet accentitation of 
the syllables. P. 
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rt c P-H-^v p 1 1^ ^ V ^ p f: V f! g- 



U ta-ori-fi-ziO' 



^ 



pa-dr© — la leg-ge " la con- 

1)6 



fe M-^-^^sjJcriuJl!:'' I r r " ^ f^ 



gpf 



sor-te — (o leg-gel) o spo-sal o sa-cri-fi-ziol oh sortie I 
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A full close is made by means of the bass-cadence : 
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Close of one period , at the same time anticipating the next : 
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Let thy brother now em - brace thee 1 



^^ 



Also by the use of half cadences ; e. g. 
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Thoa know'st him not? 



^^ =^-=R 




'tis well I thy ho-ly will be done 1 



^^ 
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Beethoven, Stadiet. 
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Con-sord he ri - les up, streDgthen'd by gracious whispers of 
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^ 



an - gels thro' the twi-light atr , and lo I his foil' wers are with 



^^^^^^^^^^^^^ 



^ 



hea - vy sleep op-prest, they lie up - on the grass, and sadly dream of 



i 
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pe - rils ; — he looks with mer - cy — 
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Half cadences to express rising emotions : 




To express a decrease of passion : 




Closes like the following 



And others , upon diif€flr«nt syllables, 
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Major, 



Phrases to express iDterrogation : 
Minor, 



or. 



fcWLp i in]ffffrt- |l '>' rlr i ii te 



^ 
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or, 
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is that Mes-sl-ah ? is that Mes-si-ah 7 





is that Mes-si-ali? 



m 



^ 



s 
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am I his Friend? am I his Friend? am I for-sa-ken? 

• j^ ^ n . ir n 



m 



m 
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What form is that, so faint and pe - rish-ing? What form is 

b kl b 
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It /^J' l ^^-pPlJ 



(^ 



that, so faint and pe- rish-ing? 

b K 



The word most important to the sense must be accented the strongest; 
the accent may fall upon a substantive, verb, pronoun, adjective, or ad- 
verb. — Exclamatory questions will be most happily expressed by a skip 
to reach the principal word in the sentence ; as for instance : 
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Several sorts of exclamations. 




^^. Sposa, figlio, ger^na-na, a-mi-co, oh DioJ tanti be-nimun-dil 



^Ep 



m 



-jsr. 
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M-jN'^^T-^ ^^^Efcg ^-iJ' I r ?-& 



'lis OD - ly one I hat fol— lows af- ler Je - su s, bpt sad and 



s 
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lJci ( ! i ; t ^j^ m 



si - lent - ly 

bz L 



he goes. 



^m 



m 



m. 



^^^nVf=^:tUi:S^ 



^^ 



EE 



Sogno? nondesta — oh Dei I qual freddo ge-to ri-<»re<m-do mi 

-i Jl Jto k- 
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i^^^^^E 



€k^HS.=^ 



vd <b° M-na in w-na 



OA/ Ca-ri-exiJ-do, At 



bS 



^^^^^^ 
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^^^k=^^^m=t=h^t.f=^^^^^ 



V^ 



questo caso estremo chc far deg -^i-o Ven - di-car-ti I 

b br 



^^ 



I 



b !i 



=i= 



To compose a good recitative it is advisable to declaim the poetry first, 
without music, as a clever aud intelligent actor would do it; and in case of 
the composer requiring it, I should advise him to ask how the passage ought 
to be justly accented**). 



*) These examples are taken frona old ilalian operas and German oratorios; the 
words from the latter I have thought it best to translate. P. 

**) No good composer will ever be in doubt upon such a point. P. 
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Andante for two violins and violoncello, (a Torso or Fragment.) 
tr 
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Allegro for the same instniinents. 

-A*. 
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(Overture by G. F. Handel.) 
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L NOTICE. J pi. -/ / 

(Translated from the GermaD of I. v. SBimio.) . ^.^*- 



LuDWiG TAN Bbkthoybn WHS bom the 17. of December 1770 at Bonn, 
where his father was a tenor-singer in the Electoral chapel.*) The boy dis- 
played at a very early age a strong passion for music, so much so that his 
observant father thought it right to teach him the elements of the art at the 
commencement of his fifth year; but finding, in a short time, that his own 
knowledge was not sufScient for a genius whose progress was unusually 
rapid , Bbbthovbn's father resigned the oflSce of tuition to the Court-organtsI 
Herr tan dbr Edbn, who was considered at that time the most accomplished 
pianist in Bonn. After this master's death Ludwig became the pupil of Nbbfb 
(the successor of tan dbr Edbn) who was remunerated for his trouble by the 
Archduke IfAxmiUAN of Austru, the then Elector of Cologne. This wise pre-^ 
ceptor made his zealous pupil , who already shewed a preference for the lof- 
tier styles of composition , acquainted with the works of I. Sebastian Bach, 
which continued throughout Bbbthovbn's life to be his especial favourites, as 
also those of the immortal Handbl^. Whilst the gifted boy, at the age of 
eleven years, now played the „well-tempered harpsichord" with astonishing 
execution and taste, he made his first attempts at original composition, and 
produced variations on the theme of a march, three Solo-Sonatas, and seve- 
ral songs, which were published at Speyer and Mannheim. The peculiar field 
for the display of his genius was , however , that of improvisation on the 
pianoforte , and his power of working out a given subject (of which Gbrbbb 
speaks in his Lexicon of musicians) greatly astonished the learned composer 
Junkbr, before whom Bbbthovbn once played. Bbbthovbn being now, tho' 



*) Ludwig van Bbetbovbm used to name the 16. of December 4771 as his birth- 
day, but this appears to have been an error. 

**) Bebtbovu spoke, however, much more reverentially of Handbl than 
of Bach. 
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quite a youth, capable of handling the organ with considerable skill, he was 
appointed (by the Archduke) successor to Nebfe, and received the title of 
Court-organist , together with the permission to make a prolonged stay at 
Vienna, free of all expense, in order to profit by the instructions of the cele- 
brated Joseph Hatdn. This great master being, however, invited to conduct 
the performance of his own works in England, he entrusted Beethoven to 
the care of the learned theorist Albrecbtsbbrger, then director of the music 
at the Cathedral of Vienna, and by him Beethoven was first initiated into the 
mysteries of counterpoint*). 

The earnest attention which Beethoven paid to his master*s instructions 
is incontrovertibly proved by the Studies here given to the world; and the 
editor cannot but remind his readers that this volume contains only the tenth 
part of the Manuscript which was found among Bbethovsn's posthumous 
papers; there being often as many as 50 or 60 examples appended to each 
theoretical subject, the publication of which would have been superfluous. 

It is scarcely necessary to observe thatBBBTHOVBN*s original cast of mind 
made him reject or ridicule many of the rules and wise saws of the old 
school; and his sarcastic marginal notes, which are well worthy of perusal, 
are quite in character witb the habit he always retained of clothing his most 
secret thoughts in words. 

Beethoven had acquired no small reputation as a composer, and was 
regarded in Vienna as a pianist of the highest order, when the famous, al- 
though now forgotten , Woelpl appeared (at the close of the last century) 
and became Bbbthovbn*s rival ; indeed the party-feeling in this case attained 
almost as great a height as in the case of Glucb and Piggini at Paris**). The 
amiable prince Lichnowskt was the most distinguished of Bebthovbn's adhe- 
rents , and the accomplished Baron Ratmuno von Wbtzlar the most zealous 



*) Bertbover made a short stay at Vienna , in the year 4 790 , whither he had 
gone for the sake of hearing Mozait, to whom be bad letters of introduction. 
Beethoven improvised before Mozart, who listened with some indifference, believ- 
ing it to be a piece learned by heart. Beethoven then demanded , with his charac- 
teristic ambition , a given theme to work out ; Mozart , with a sceptical smile , gave 
him at once a chromatic motivo for a fugue, in which , al rovescio, the coantersob- 
ject for a double fugue lay concealed. Bebtboven was not intimidated , and worked 
out the subject , the secret intention of which be immediately perceived , at great 
length and with such remarkable originality and power that Mozart's attention was 
rivetted , and his wonder so excited that he stepped softly into the adjoining room 
where some friends were assembled , and whispered to them with sparkling eyes : 
,, Don't lose sight of this young man , he will one day tell you ^ome things that 
will surprize you !'* 

**) Or of Handel and Buononcini in London. 
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patron of Woslfl: the latter possessed a delightful villa , rear the royal 
palace of Schdobninn , where he entertained all the native and foreign musi- 
cal artists of merit with a truly english *) hospitality. The rival pianists used 
to meet here and enchant the company with their skill and talent , Woelfl 
being by no means unable to cope with Bebthoven as an executant and 
improvisator: these two artistical gladiators wrestled with each other, 
though vnthout animosity, and let their imagination run wild in all manner 
of capriccios and vagaries of fancy, sometimes playing duets, sometimes 
working out themes which they had mutually proposed , and that so finely 
that if they could have been written down they might have belonged to those 
works ,, which posterity does not willingly let die.^' As far as mechanical 
dexterity went it would have been scarcely possible to decide which ought 
to bear away the palm; nature had given Woelfl the advantage of a large 
hand, with which he played tenths with perfect ease, and which enabled 
him to make sport of the most difficult chromatic passages. Beethoven's 
improvisation already gave tokens of that dark and mysterious colouring 
which afterwards so strongly characterised his works ; he was lost in the 
realm of thought, and forgot time and place when at the instrument ; he ruled 
over a kingdom of his own , and compelled the spirits to obey him. Some- 
times he would strike the keys with such force as to break a string or two, 
fancying he had an orchestra under his fingers ; then he would sink back, 
and fall into a fit of melancholy. Every shade of feeling was expressed by 
him with equal mastery, but he inclined more to pensive than to joyous 
strains , and his playing was less easily understood and appreciated than that 
of Woelfl, who was bred in the school of Mozart — ever clear, equable, and 
flowing , without flatness or poverty of invention , Art was to him only the 
means to a certain end , not used for the display of pedantic learning but 
for the delighting of his audience, who could always follow his well-arran- 
ged and perspicuous ideas. Those who have heard Hummel play will under- 
stand this. The unprejudiced listener found a peculiar pleasure in quietly 
observing the two noble friends of the musicians , who rivalled each other in 
the attentions and delicate courtesies which they lavished upon their favour- 
ites**), and in witnessing the full measure of praise and intelligent appre- 
ciation of their efibrts which both artists were sure to obtain. 

There was no envy or jealousy between them , nor did they care much 
lor the panegyrics of their patrons, because they respected each other's 



*) Literally translated. 

**) Ye english Lords and Ladies, who patronize musical artists, and think 
yourselves wonderrully condescending if you give them a place at the second table, 
— read this , and profit by the example. p. 
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powers , and guaged them more accurately than others could ; and both held 
the generous belief (which, alas, is not uniyersal among musicians 1) that the 
world is wide enough for aU who run the fiery race of artistic competitiODi 
with the temple of Fame for the goal. 

Meanwhile the German empire was di8turi)ed by war, and the death of 
Bbbthovbn's exalted patron , the Elector , had destroyed his hopes of obtain- 
ing a higher appointment in his native city; but as he had hitherto b^eo 
well remunerated both as pianist and composer, he chose Vienna for his 
permanent residence , the more so on account of his two younger brothers 
who had followed him thither, and who assisted him in the management of 
his household aflbirs , of which Bbbtbovkn was totally incapable. 

At this period he began to compose Quartetts , and succeeded even in 
his earliest attempts: he was fond of this style of music, and it was natural 
for him to give his mind to it, seeing that Hatdn, whose genius may be said 
to have created it, and Mozart, whose comprehensive imagination had en- 
larged its boundaries and given it new dignity, were his contemporaries, and 
both resident at Yienna. Bbbtbovbn carried the Quartett still farther; be 
deepened and widened it, and bore it aloft to a height which has not hitherto 
been reached by any other composer. 

He enjoyed peculiar advantages in his friendship with the masterly 
executants Scbuppanzioh, Wbiss, and Linkb, members of Prince Raswowset's 
private band. To these skilful players Bbbthovbn used to shew his Quartett- 
compositions as soon as completed , and fully explain to them his ideas re- 
garding the lights and shades of expression which he desired in the pM6r- 
mance ; by this means the Quartetts were rendered with an insight into their 
spirit, a unity of purpose, and a truth of feeling which made it a common 
saying at Vienna, „if you wish to hear Bbbthovbn's chamber -music for 
Stringed-instruments really performed, and desire to comprehend it and 
know its beauties, you must hear it played by those artists.*' This was the 
opinion of competent judges, and every one says still, „ala8, so it was I" 
For these mast^v9 of the craft are now no more. 

The itfstructive intercourse which Bbbvbovbn had with Salheri having 
opened to f him many of the secrets oi dramatic Composition , he no longer 
refused to comply with the frequent requests that were made tQ him to write 
ap Opera. Herr Sonnlbithnbr undertook* the libretto^ which be arranged 
after the frepch drama „L*amour conjugal," and entftled (^onore or FIdeHo. 
Bbbthovbn promised to compose the music fbr the operatic company of the 
theatre „an der Wien," in which apartments were assigned to him gratis 
and where he now set to work in earnest, and with much gusta. 

At this time commenced Bbbthovbu's acquaiptance wiU^ the editor of 
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these papers , which afterwards ripened into a warm friendship. We lived 
under the same roof, dined together, and although I had long acknowledged 
the lofty claims of this great Poet of Sound , and seen in him a star of the 
first magnitude, his childlike disposition, purity of mind, and profound good- 
ness of heart were to me a continual source of fresh enjoyment. All the 
works that his unwearied genius produced in the short space of two years — 
the wonderful „Leonore,'' the Oratorio „Christ upon the mount of olives," 
the Yiolin-concerto, theSinfonia eroica and pastorale, also Uiat in 
C-mmar, the Pianoforte-concertos in*G, E^, and C^ninor — all of which he 
composed for performance at concerts for his own benefit , and which were 
played by the excellent orchestra which I then conducted, — all these im- 
mortal works I was fortunate enough to be the first to hear and admire. The 
„Fide1io," now so widely celebrated, was first produced under very unfa- 
vourable auspices. Not only were the parts entrusted to vocalists wlio were 
unequal to the task , but the gradual approach of the war to Vienna had 
already distracted the attention of the public. For the performance in the 
theatre at Prague Bsethovbn wrote a new and less difScult Overture , which 
is now published in Score and orchestral parts by M . Haslingbr. In course 
of the following year the Opera of Fidelio was chosen by the regisseurs of 
the Garinthian-gate theatre for their benefit; the woric was then re-cast in 
its present form and reduced to two acts , whereto was superadded the fine 
overture in E-major : — which , however , was not completely copied out 
the first evening, and was therefore not played; the Overture to the „Ruins 
of Athens/' in G-ma;or, being substituted for it. Bebthovbn also composed, 
for this representation, ibe march m B^, the Song of Rocco, and the Finale 
of the first act, which did not previously exist ; an extremely melodious Ter- 
zetto in E\f, and a- charmmg Duettino for Soprano voices with Violin and 
Violoncello obligati (in C-major^ % time) were rejected by taim, and are 
unfortunately not to be found in the original Score. - 

In the year 4809 Bebthovbn determined to accept the oflSce of operatic 
conductor at the Court- theatre in Cassel^ which was then offered to him; 
preferring the prospect of a subb provisitm for hfe to the precarious chances 
of remuneration for his works, which was all he could reckon upon^t Vienna. 
In order to present his departure, and recompense him for giving Wip this 
appointhxent , the Archduke Rodolpb (afterwards Cardinal- Archbishop of 01- 
mutz)*and the Pruioes Lobeowttz and Kinskt, made Bbbthoven the generous 
offer 4>f an sflnmal pen^otr of^-f 50£*>, the document in which the joint offer 



*] This sum , viewecf in proportion to the cheapness of Vienna at that time, 
was.0qiiiva!eiirtoSOoi(^ln^ngrbnd.* * 
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was made to him being couched in the most respectful and flattering terms. 
This sum was secured to him until he should either receive an appointment 
of equal value (that of Cassel being of inferior value) or , should this not oc- 
cur, until his death ; the only condition annexed being that of his continuing 
to reside in the Austrian dominions. 

Beethoven^ touched by these proofs of appreciation and regard, resol- 
ved to remain at Vienna — fast-bound with the flowery fetters of gratitude. 
He remained, to the great joy of his friends and admirers, and laboured 
unceasingly to build up the temple^of liis own immortality, until the angel of 
death carried him away to the unknown land of purest harmonies , and left 
us, who loved him so well , his honoured ashes ; — they rest in our peace- 
ful churchyard at Waehmng, whither no one makes a pilgrimage without 
bedewing with his tears the sod under which tlte great magician sleeps. 
Who can regard that sacred spot without feelings which make him return 
home a better and a wiser man ? But who , alas, can see it without lamenting 
our heavy loss I — 

Many were the marks of high consideration which Beethoven now 
received ; a medal was struck in honour of him at Paris , a fine grand-piano- 
lorte , together with the splendid edition of Handel's complete works, then 
so rare , were presented to him by friends in London ; the latter valuable 
gift was sent by Herr Stuhpf, and was a source of the greatest enjoyment 
to Beethoven during the last few years of his life. 

He was also presented with the freedom of the city of Vienna , and 
made honorary member of the royal Swedish Academy of Music, as also of 
the Society of Musicians at Vienna, etc. etc. But all these honours could not 
compensate for the misfortune that now fell upon him, viz: the loss of his 
hearing, so painful a loss for the musician. The disease of the ear which 
caused his deafness developed itself, indeed, very gradually, but refused, 
from the very first , to yield to any means adopted against it , and at length 
ended in a total deprivation of hearing , which rendered oral communication 
with him impossible. 

The unavoidable consequence of this was that Beethoven withdrew 
from society , and sought refuge in solitude ; he became shy and suspicious, 
his natural tendency to melancholy increased to hypochondria, and his tem- 
per grew irritable and uncertain. His only pleasures lay in reading , compo- 
sing, and taking walks into the country, of which latter recreation he was 
remarkably fond. A small circle of faithful friends formed his only society. 
By degrees he began to suffer from other physical evils, which compelled the 
once so robust and healthy man to seek medical aid. Dr. Wawkuch, an emi- 
nent clinical Protesor, left nothing untried which could alleviata the suffer- 
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iDgs of his honoured patient ; but there was no hope of a permanent cure, 
for symptoms of dropsy on the chest soon declared themselves, and this 
disorder advanced with rapid strides — he underwent repeated operations, but 
each time with diminished effect, while his strength was alarmingly reduced. 

He died at 6 p. m. on the 26. of March 4 887. 

In his last will he made his nephew Carl va;( Beethoven his only heir, 
a young n^n to whom he was much attached, and whom he had adopted 
as his son — but whose conduct did not repay the affection lavished upon 
him. Beethoven was not at all fond of giving instruction, and acknow- 
ledged none as his pupils except his nephew, the Archduke Rudolph, and the 
talented Ferdinand Hies. * 

Beethoven was by no means in narrow circumstances, having left 
behind him tbe sum of 9000 Florins *) (Austrian c.) wfaich, as before mention- 
ed , was inherited by his nephew. His compositions , especially during the 
later years of his life, were well remunerated, and he received very consi- 
derable sums for the copyright of his Symphonies, Quartetts, etc# from the 
publishej*s Steiner and Comp., Messieurs Scuott in Mayence , Sghlestnger, 
and others. Moreover, he sent copies of. his second Mass (before publication) 
to several of itie European potentates, and received from them, in the aggre- 
gate, between 600 and 700 ducats for the same. 

How highly Beethoven was esteemed and honoured**) at Vienna is 
weH known; Rrague, Berlin, and Breslau, as well as other large cities of 
Germany, paid him the highest honours after his death, jpd it may truly be 
said that the whole of the civilized world mourned Ui&decease. Solemn 
Masses (BIozart*s and Cbervbini's Requiem) were performed in the churches 
. of St. Augustin and S(. Carlo at Vienna on the day of his funeral, and a ^rand 
concert was soon afterwards given in his memory, at which none but Beet- 
hoven's compositions were performed; the receipts were devoted to the 
erection of his monument in the churchyard of Waehring. 

The article , which is here reprinted , concerning Beethoven*^ funeral 
obsequies, is well authenticated, and was written by an eye-witness, 

Beethoven was unmarried, and singularly enough, is believed never 
to have been in love***). The chief characteristics of his personal appear- 
ance are correctly given in most of his portraits f) — he was rather below 



*) About 890 £ , without includiog the i 00 £ presented to him by the Philhar- 
moDic Society in London, and which were found untouched after bis death. 
*♦) Longo post tempore I 
*♦♦) This is an error, 
f) The portrait by Kriehcber of Vienna, formmg thefrontfspiec0 to this volume, 
U coMdered tbe most faithful (because not idealized) likeness extant. P. 
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the middle height, strongly built, and enjoyed robust health, in spite of his 
peculiar habits, until within a few years of his death. 



TRAITS OF CHARACTER AND ANECDOTES. 

(From the German of Seyfried, with additions, derived from private sourceSi by the 

Translator.) 

Beethoven always spent the summer months in the country, where 
he was accustomed to write in the open air with the greatest comfort 
and the richest results. He once took a lodging • in the rom^tic village of 
Mddling, that he might enjoy, to his hearths content, the Svntzerland of 
Lower Austria , the lovely Briel. A luggage-waggon vidth four horses- was 
freighted, with a very small proportion of furniture certainly, but on the other 
hand with an immense mass of musical matters. The towering machine was 
put slowly in motion , and the proprietor of its treasures marched before it 
per pedes Apostohrum in the most perfect contentment of mind. Scarcely 
was he out of the city ' — between green cornfields undulated by the 
zephyrs's breath, with the song of the lark thrilling above him, as it greeted 
in extasy the advance of spring — than his creative spirit, awoke. Ideas jostled 
each other, were selected, arranged, noted down with the pencil — and the 
journey and its object were clean forgotten. The gods only know where 
the Composer had wandered in the long interim ; 4)ut at length about twilight 
he arrived at hi^ chosen Tusculum, perspiring at every pore, covered, with 
dust, hungry, thirsty, and dead-tired. Heaven help us I what a spectacle 
awaited him ! The wagoner had accomplished his snairs progress without 
adventure ; for his employer, however, who had already paid him, he waited 
two hours in vain. Totally unacquainted with the Composer's eccentrici- 
ties , and having settled that the horses must sleep in theur own stable — 
he made short work of it, shot down his entire freight into the market 
place, and returned home Without farther delay. BsETHOVBif was at first 
very angry, then he burst into a fit of laughter, and at length having 
hired half a dozen of the gaping boys in the street , he had enough to- do, 
before the hour of midnight was called by the watch, and fortunately favored 
by Luna's beams , to collect the scattered elements of his property and de- 
posit them under a safe shelter. 



When the Composer brought otit his Fantasia for the first time with 
an Orchestra and Chorus, he directed, at the usual hasty rehearsal, that the 
second variation should be played throu^. fai the evening, however, completely 
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absorbed in his own creations, he forgot the order be had given, and repeated 
the first part, while the Orchestra accompanied the last, a combination which 
did not by any means produce a good effect At last, when it was a little 
too late, the Composer began to smell a rat, suddenly stopped, looked up 
in amazement at his bewildered band, and said dryly „Over again;'' the 
Leader, Anton Wranitzkt, unwillingly asked „wilh the repeat?" „Yes" was 
echoed back , and this time things reached a happy conclusion. That he had 
to a certain degree affronted these excellent musicians, by this irregular 
proceeding, he would not at first allow; he contended that it was a duty to 
repair any previous error» and that the public had a right to expect a perfect 
performance for their money. Nevertheless he readily begged pardon of 
his Orchestra for the unintentional offence, and was generous, enough him-* 
self to spread the story abroad, and to lay all the blame upon his own 
abstraction. 



The more his want of hearing , and (in his latter years) his increasing 
derangement of bodily health, got the upper hand, the ofteiierdid every fresh 
symptom bring with it the mariyrdom of hypocondriasls. Then would he 
begin to complain of the deception and treachery of the world, of its wicked^ 
mess , falsehood , and suspicion ; he would exclaim that there were no longer 
any intelligent beings to be met with, and in short he saw everything in the 
darkest possible hue , and at length he even distrusted his long^tried and 
faithful honsekeeper. Suddenly he took the resolution of becoming 'indepen- 
dent , and this strange idea , like all others , was no sooner formed than it 
was carried into execution. He went himself 4o market, chose, bargained and 
bought, and set himself to work to prepare, with his own bands, his own 
eatables. Thus he went on for some time , and as the few friends whom he 
would still endure in his neighbourhood made strong remonstrances with 
him on the subject, he became very indignant, and invited them to dine 
the next day in order that they might see the proofs of his proficiency 
in the noble art of Cookery. The guests did not fail , in expectation of what 
would happen, to arrive punctually at the time appointed. They found their 
host in a dressing-gown, his head covered with a stately night-cap, his 
waist girdled with a cook's blue apron, and fully occupied at the stove. 

After an hour and a halfs trial of patience , during which the imperious 
demands of hunger could with difficulty be kept down by lively chit- 
chat, dinner was at length ' served.r The soup reminded one of the refuse 
which is charitably dispensed as such •*— at hotels; the beef was scarcely 
wanned through , and fit only for the digestfon of an ostrich ; the vegetables 
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swam in a reservoir of lukewarm water and grease , and the roast meat wa9 
burnt to a cinder. Nevertheless, the master of the feast failed not heartily to 
recommence the attack upon every dish, and endeavoured to animate hia re*- 
luctant visitors, both by his own example, and by the most extravagant 
praises of the delicacies set before them. These , however, after having con- 
trived to swallow some few morsels, declared themselves satis6ed , and made 
their dinner chiefly of dry bread, fresh milk, sweetmeats, and the unad- 
ulterated juice of the grape. Happily the Composer, soon after this memo- 
rable repast, grew tired of his adventures in the kitchen. He voluntarily resign- 
ed the sceptre ; the housekeeper was reinstated and her master returned to 
his desk, which he did not again venture to desert, for the sake of giving 
himself an indigestion by his own culinary preparations. 



As a Conductor Beethoven could by no means be considered as a 
model. Woe to the Orchestra which did not exert all its attention to prevent 
being led astray by his baton , for he had no feeling but for the poetry of his 
composition, and was incessantly in motion, through the numerous gesticula- 
tions by which he was accustomed to betray its eflect upon him. Thus he 
frequently gave the down beat in any forcible passage , although it occurred 
on the false accent of the bar. He was accustomed to mark the whole pro- 
gress of a diminuendo passage, indicating the most gradual decrease possible, 
and literally almost slipping down under his desk when the pianissimo was 
reached. So , when the sound was required to increase , he himself rose up 
as from below, and with the commencement otihe'Tutti, he raised himself 
on tiptoe almost to a giant height, and with both his arms spread out he 
appeared as if about to take his flight into the clouds; every nerve and 
muscle seemed in action, and the whole man resembled a perpetuum mobiie. 
As his deafhess increased, however, most woeful discords frequently oc- 
curred, the Conductor beating in one time and the band accompanying in 
another. Piano passages were most easily conveyed to him , of the Fortes he 
heard absolutely nothing ; all was confusion. In such cases, he could only be 
guided by his eye; he watched the bowing of the stringed instruments, 
guessed at the musical phrase which was being executed and soon set him- 
self right. But he did not possess the mechanical gift of conducting, which 
indeed is seldom to be met with in any composer of real genius and fiery 
imagination. 
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Before Bbetbovrn began to be troubled by his organic defect, he was 
constantly present at the performance of Operas, particularly those which 
took place in the beautifbl Theatre on the Wien, which he preferred visiting 
because it was so conveniently near to his own dwelling. Thither was 
he more especially attracted by the compositions of Chebubini and Mehvl, 
which were then just beginning to kindle the enthusiasm of the Viennese, 
and upon such occasions he planted himself against the back of the Orchestra, 
and remained as mute as a statue, till the last note had been played. This 
silence, however, was the only sign by which he showed that the composition 
interested him ; when on the contrary, it did not please him , he turned to 
the right about, the first time the act-scene dropped, and fled. Above all 
things was it difficult, nay, next to impossible, to draw from him any sign 
either of applause or disapproval; he was generally silent, and, to all ap- 
pearance , cold and reserved in his opinions about his compeers in art ; his 
spirit alone was restlessly at work ; its fleshly tenement seemed like soulless 
marble. It is a curious fact that he would sometimes listen to unmistakeably 
bad music with real exultation, which he proclaimed by the most noisy 
bursts of laughter. It was only a pity, that those commonly around him 
seldom knew how to account for such peculiar explosions , and were not 
aware that he was accustomed to laugh openly at his own secret thoughts 
and witticisms , without giving any farther explanation of them. 



Our Composer by no means belonged to that class of vain musicians, 
who think no orchestra in the w^orld can be deserving of thanks. Sometimes 
indeed he was too indulgent in not requiring faulty passages at rehearsal (o 
be repeated ; „It will go right next time'' he would say. With regard to ex- 
pression , he was strict in enforcing the most delicate nuances, the most 
nicely-proportioned distribution of light and shade, as well as an eOective 
tempo rubatOf and discussed these points without restraint or want of temper 
with any body. When however he perceived the musicians entered into his 
ideas , and went together with increasing unanimity , wrought upon by the 
magic of his artistic creations, his countenance lighted up in a moment, 
every feature was animated by satisfaction , a happy smile played about his 
mouth , and a thundering bravi tutti rewarded the excited artists ; it was the 
finest moment of triumphant self-consciousness , before which the shout of 
applause from a large and eager audience faded into insignificance. At a 
trial d prima vista it was oAen necessary, in spite of the presence of the 
Conductor, to stop, and thus cut short the thread of the whole composition ; 
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even this he would bear very patiently. But when, parUculariy ui the scherzos 
to his symphonies, they lighted in confusion upon a sadden and unexpeded 
change of time , Bbbthoven would break out into a chuckling laugh and as- 
sure them that ,,he should bave expected nothing less, and that he had 
been all along prepared for it;'' and he showed childish joy at the feat, as 
he expressed it, of ,,having thrown such stalwart knights out of the saddle/' 



While Bebthovkn was writing his Fidelio, he lived, as has already been 
mentioned in the biographical notices, in the buildings connected with the 
theatre on the Wien, and gave there several concerts, for the produc- 
tion of his new compositions , as well as for the performance of his earlier 
works, which even then had attained to celebrity. Upon the production of his 
Pianoforte Concertos in C^minoTy G and J? flat, he invited the Editor of this work, 
in the most friendly manner, to turn over for him, and thoroughly enjoyed 
his bewilderment when he found he could make out little or nothing 
from the Score, covered as it was with interpolations and marks of all 
descriptions. He had in fact merely noted down the Ritomellos and the first 
notes oT the solo passages, as memoranda for himself, and in characters which 
nobody else could comprehend, and had left many bars half filled -up, 
others quite blank, to be finished at a more convenient opportunity. Such 
being the state of things , we canSe to the agreement that I should , before he 
reached the bottom of each page , be warned to turn over. During the per* 
formance however, the Composer, then still cheerful, and alive to the enjoy- 
ment of any harmless joke and innocent roguery, could not deny himself the 
pleasure of putting me into a fidget and delaying the promised signal as long 
as possible , generally till the very last moment. This made me so nervous 
that I should have deserted my post in disgust, had not the beauty of the 
music atoned for the Composer's ill-timed pleasantry. 



Amongst his favorite dishes was a soup prepared like a panada , upon 
which he was accustomed to regale himself every thursday; for this purpose 
he required that ten fresh eggs should be brought to him on a plate , which, 
before they were broken, he held up to the light and marked one by one, in 
order to ascertain their goodness. If it was decreed by Fate that he should 
perceive, in one or two of them , the tell-tale effluvium , a scene immediately 
ensued. A voice of thunder cited the hostess to appear, who in the meantime, 
well knowing what the summons portended, gave only half an ear, behind 
the door, to the storm brewing within; if she ventured to shew,heraelf. 
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woe betide her! for a volley of rotten eggs was sure to meet her on 
the threshold; — and neither soft nor sweet were the epithets that 
followed ] 



Without a little note book , wherein to jot down his ideas upon the in- 
stant, he never appeared in the street. If by chance this was referred to in 
conversation , he used to parody Joan of Arc^s *) words „nicht ohne meine 
Fahne darf ich kommen" and with a tenacity quite surprizing did he ad- 
here to this self-imposed law, though in all other respects his household 
presented an admirable scene of confusion. Books and Music were strewn 
about in all directions — here the remains of a cold breakfast — there sealed 
or half-empty boUles — yonder upon the desk the rough sketch of a new 
quartett, and near it the last new poem or romance. On the piano might be 
seen the half-finished Score of a symphony as yet in embryo — on the table 
a proof sheet waiting for correction — 'private and business letters cove- 
ring the floor — between the windows a respectable stracchino cheese , ad 
latus the fragments of a Verona saussage; yet in spite of this medley, our 
Composer had the habit, (in manifest contradiction to the fact,] of bo^j^sting, at 
every opportunity, of his accuracy and love of order, with all the eloquence 
of a Cicero. It was only when something that was wanted had to be liunted 
for, hours, days, and even weeks, and ^t remained in obstinate seclusion, 
that he assumed another tone, and the innocent suffered for the faults of 
another. „Yes yes" he would say complainingly „that is the misfortune! 
nothing can remain in the place where I put it — all my things are distur- 
bed, and tricks are everlaAtingly played upon me, a deaf man I" The servants 
however well knew the goodtempered grumbler; they let him scold to his 
heart's content, and after a few minutes of ill-humour all was forgotten, until 
a similar negligence produced a similar scene. 



He frequently made himself merry at the expence of his illegible hand- 
writing, and said as an excuse, „Life is too short to allow one to paint letters 
and notes**). „Schdiiere Noten brSchten mich schwerlich aus den Nothen," 

The whole of the morning, viz. from daybreak till the hour of dinner, was 



*) I dare not come witboot my Banner — SdMlet^s Joan of Arc. 
**) „Fine notes would scarcely keep me from necessity.'* As it will be seen, the 
point of this sentence consists in the play upon the two words Noten and Ndthen, 
and therefore the translation cannot convey it. Unless I may be allowed to subsi- 
tute an English witticism conveying the same sense , Musical notes are not 
Bank notes. 
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employed in mechanical work or transcribing ; (he rest of the day was dero-* 
ted to reflection, and the arrangement of his ideas. Scarcely had he swalloW'- 
ed the last mouthrul of his meal , than ofl* he started (unless he felt at the 
moment some fresh inspiration) — to take his accustomed walk ; i. e* he ran 
as if by compulsion , in double quick time , twice round the city. He was 
once seen, just outside the gattfs, standing quite alone, with his hat off", con- 
templating the heavens. The moon shone brightly upon his face , on which 
an expression of sadness was discernible; this soon changed to one of 
haughty self-reliance , and he was heard to say y,let them write what stuff 
they please about me , and call me all the hard names they will — they can 
no more extinguish the light of my genius than I can darken that moon." 



Beethoven seldom allowed himself, even among his intimate friends, 
to let fall an opinion upon his compeers in art. What he thought of tiie un- 
dermentioned masters , shall be communicated in his own concise words. 

„Cberubini is to me the most worthy of attention among all living 
Operatic Composers. Also with his conception of the Requiem I entirely 
agree , and should I myself write one , I shall take many hints from him.'' 

,,C.M. von Weber began too late to learn; in him art could not develope 
itself naturally, and his visible and only aim was to be regarded as a genius*). 

„Mozabt's greatest work is the Zauberflote , for in that did he first show 
himself a German Composer. — Don Juan has the complete Italian cut, 
and, moreover, the divine Art ought never to have been lowered to the 
folly of so scandalous a subject." 

„Handel is the unequalled master of all masters I Go home and learn 
how, with such small means, such great effects were produced." 



When during his last illness he underwent the operation of tapping , he 
exclaimed „Better water from the body, than water from the pen»" 



He received from a Musical Society the flattering request to compose a 
Cantata for them , for which the payment was accompanied with the title of 
Honorary Member. Beethoven accepted it, but allowed a very long time to 
elapse without their hearing anything further from him. At last there reached 
him , couched in the most delicate possible terms , a written reminder of the 

*) Very probably — inasmuch as he w a s a genius ! P. 
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duty he had undertaken^ signed, in consequence of the absence of the Presi- 
dent, by deputy. The laconic reply ran as follows: 

,,I have not forgotten; such things are not be hurried; I will keep 
my word. 

Signed by myself. Bbethovsn fnonu propria." 

Alas ! he could not keep his word I 



If he did not happen to feel inclined for it himself, pressing 'and repeated 
entreaties were requisite to bring him to the pianoforte. Before he began to 
play he would then strike the keys with the palm of his hand, run over them 
with one finger and play several little tricks, laughing heartily at them all the 
time. During a summer visit to the country seat of a nobleman , he was to 
so teased to let himself be heard by some foreign guests , that he became 
at last quite angry , and obstinately refused what he considered as a service 
exacted from him. A threat, certainly not in earnest, of imprisonment to the 
house , had the effect of making Beethoven escape in the night to a town^ at 
some miljBS distance , and from thence he posted , as on the wings of the 
wind, back to Vienna. As a satisfaction for the insult, his unlucky patron's 
bust was offered up a sacrifice. The irritated Composer threw it out of 
the window! 

As Joseph Hatdn's illness increased, Beethoven visited him less and 
less , principally from a 'sort of apprehension , because he was aware that he 
had struck out a path for himself which Hatdn did not approve of. Never- 
theless the amiable old Mentor frequently enquired after his Telemachus , in 
these terms „WelI, how goes on our Great Mogul?" 



Beethoven was possessed with a singular passion for a constant change 
of habitation, although the moving about with „bag and baggage'' was very 
troublesome to him, and was each time attended with some loss. Scarcely 
was he established in a new dwelling when something or another displeased 
him, and he walked himself foot-sore to find another, sometimes managing 
80 cleverly as to have several sets of lodgings on his hands at once ; in this 
way , as in many others, he spent money to no purpose, merely indulging 
the whim of the moment. 

After Beethoven became deaf, he spoke but little, writing down his 
remarics on his tablets. „What is Rossini?" was once asked of him — he 
wrote for answer : „a clever Scene-painter." 
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KuHLAv, the Danish Mattre de chapelle, being at Vienna, would on no 
account leave the city without having made the acquaintance of fisETBOvsif. 
Mr. Hasungbe therefore got together a little excursion to Baden , at which 
place the Composer had taken up his abode for the summer, and Mr. Sell- 
NBR, (the Professor in the Conservatorio) Mr. Conkad Qbaf, the Court 
Pianoforte^maker, and a warm friend of Bebthovbn's, Mr. Holz, were the 
guests honored by an invitation. No sooner were they arrived at Hygeia's 
health-giving fountain and had received the hearty welcome of their expectant 
host , than ^as heard , afler a short interval of repose , the unanimous 
cry of ,,Let us go out.'' Away they went , the eager host leading the way 
like a bell-wether, and behind him the town-bred trio, who had some diffi- 
culty to keep pace with bis wallcing , he having formed the determination, 
as the fan<;y of the moment, to tire them completely out. To this end, 
all the favorite spots were lo be visited , and of course by the most intricate 
paths. First they clambered, like so many chamois, up to the ruins of 
Rauhensteiu and Rauheneck, from the towers of which the eye, asfarasitcould 
rdich, wandered over the rich extent of country, spread before it like a 
carpet. Then the humorous Composer, seizing with a firm hand ypon 
the arm of one of his companions , ran at full speed down a nearly perpen- 
dicular height, and shouted with laughter at the droll appearance of his 
friends, who slipped down after, him over sharp pebbles, brambles, and 
briars. After overcoming so many perils, the social meal, which viras 
prepared in the lovely Helenenthal, pade a rich compensation, and the 
state of equal fatigue with his guests , in which our wanderer found himself, 
apparently served but to enhance his own enjoyment. The sparkling Sillery 
here had somewhat more than its wonted effect, and at Bbbthovbn^s house 
the work was completed by rich and copious libations of Johannisberger 
of the best vintage. The jovial Amphytrion was in the most amiable possible 
temper, to which his friends responded with the warmest cordiality. Rublau 
extemporized a Canon upon the name of Bach , and Beethoven dedicated to 
the memory of this enjoyable day the impromptu upon the same theme 
inserted below. He was at some pains to apologise , the next morning , for 
the joke*) which might perhaps give annoyance to his esteemed friend, and 
sent him the little note which we here present to the reader, (v. p. t9.) 



^h^i4-J=Fi^^i^=r-^f-fi-^3. 



Kuhl nicht lau, nicht lau, KUhl nicht laa, Ktihlau nicht 



*) KcBLAu'9 name was formed of the two words Cool-Lukewarm. 
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iao! Kiihl nicht lao,*'^ KUhl nicht laa, nicht lau. 



HE 



Kiihl nicht lao,* 
ill $va ba$sa, loco. 



feNai>H^=P=]^ g jEig^s^^^^ 



KUhl nicht laa, Kuhl nicht lau, KUhl nicht lau. 

Baden, Sept. 3. 1825. 
I must confess that the Ghampa^De mounted to my head yesterday^ 
and, as I have learned by experience^ that sort of stimulus rather depresses 
then elevates my powers , which usually respond quickly to any demand. I 
do not in the least recollect what I wrote yesterday. -^ 
Think now and then of your most devoted 

Bbbtboyen^ manu propria. 
t 

Many who during Bbbthoven's life, and even up to a much later d^te, 
were accustomed to move in the higher circles of Vienna , will not fail to 
recollect M. von Gribsinobr, the Ambassador from the King of Saxony to the 
Austrian Court. M . von Gribsingeb was a friend of art and artists, and spoke 
unreservedly of his intercourse with the celebrities of his day. The worthy 
old gentleman was accustomed frequently to recur to the fact that as a young 
man he had been present at the first representation of the Zauberfiote 
(MozAET*s Opera „The magic Flute. ^') 

With Bbbthovbn also he had come into contact several times , and once 
related the following passages : 

^Although,*' said the Composer, „the libretto of the Freyschutz was at- 
tacked by the Critics, although tliere were self-sufiicient Musicians who con- 
sidered the music as of too popular and unlearned a character, because it 
was not tedious, bombastic, and obscure , which with some people are terms 
synonymous with real depth and learning — yet the unprecedented success of 
the Freyschutz could not be denied, and almost all living Composers envied 
Wbbbr the possession of such a libretto/' 

* The poet, Fribdbigh Kino, inconsequence of this success, had -le- 
ceived proposals for writing several new Operas, and completed two, of 
yvMth one bore the title of „the Miners'' (Die RuthengHngerJ. But the 
poet of the Freyschutz was sharp enough to perceive that good music is 
requisite before all things, to ensure the success of an Opera, and ex- 
pressed in a conversation with me (at Teplitz) , how glad he should be if 
Bbbtbovbn would set a libretto of his to music; but he did not like to write 
to him, having heard much of B's repulsive manner. I undertook to sound 
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Beethoven for him upon this subject, at the first convenient opportunity, and 
as soon as it was possible , I kept my promise. Beethoven made me this 
answer': ,yThank you, thank you very much ; I am quite sensible of the value 
of the libretto of the Freyschutz, it is both musical and picturesque; I ^believe 
that if Kind were to look back once more into the archives of tradition he would 
write an excelleit popular Opera ; but for such a pbem I should not feel sufficient 
interest to set it to music. My Fidelio has not been comprehended by the 
public , but I know the time will come when it will be prized ; nevertheless, 
although I am perfectly well aware of the value of my Fidelio, it is evident 
to me that the Symphony is my peculiar element. When I have music in my 
head, it is always the music of a full orchestra; I can exact everything and 
anything from Instrumentalists, but in vocal composition I must be per- 
petually asking: Will this sing? No, No, Mr. Frederick Kind must not think 
the worse of me for it, but I shall never write another Opera." 

They then went on to converse about \Vbber, and Beethoven extolled 
him inordinately, so much so, that I feel but little doubt the depreciating 
opinions which he has been made to express concerning that Composer 
were put into his mouth. That he praised Webeh from motives of policy 
cannot for a moment be supposed , for he never shrunk from speaking out 
what he though! , with very little ceremony. 

M. von Gbhesinosr related further: „When we were both still young, I 
only an attach^, and Beethoven only a celebrated pianoforte player, but as 
yet little known as a composer, we happened to be together at the house of 
Prince LoBKOwiTz. A gentleman, who thought himself a great connoisseur, 
entered into a conversation with Beethoven upon a poe4*s life and inclinations. 
„I wish'' said Beethoven, with his native candour," that I was relieved from 
all the bargain and sale of publication , and could meet with some one who 
could pay me a certain income for life, for which he should possess the right 
to publish exclusively all that I wrote ; and I would not be idle in composi- 
tion. I believe Goethe does this with Cotta, and, if I mistake not, Handel*s 
London publisher held similar terms with him." 

„My dear young man", said this grave wiseacre, „You must not 
complain , for you are neither a Goethe nor a Handel , and it is not to%e 
expected that you ever will be, for such masters will not be bom again." 

Beethoven bit his lips, gave a most contemptuous glance at the spealftr, 
and said not another word to him. Afterwards however he expressed himself 
pretty warmly upon the insolence of this flippant indivi4ual. 

Prince Lobkowitz endeavored to draw Beethoven into temperate modes 
of thought, and said in a friendly manner, when, the conversation once hap- 
pened lo turn upon this person, „My dear Beethoven , the gentleman did 
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not intend to wound you; it is an established maxim, which most men ad- 
here to 9 that the present generation cannot possibly produce such mighty 
spirits as the dead who have already earned their fame/' 

„So much the worse , your Highness," rephed Bbetboven, „but with 
men who will not believe and trust in me , because I am as yet unknown 4o 
universal fame, I cannot hold intercourse." 

Many then shook their heads , and called the young Composer arrogant 
and overbearing. Had these gentry been able to look into the futuse, they 
would have been a little ashamed of themselves. 

Dr. Alfred Julius Bbcher*) related the following anecdote, /or the truth* 
of which he was ready to vouch. 

Beethoven had received the most flattering proofs of distinction from 
England; he found himself one day in an hotel — the golden Lamb — at 
Vienna, and observed several musical and literary men talking in a very 
animated manner together. He aSked what was going on? 

„These gentlemen maintain that the English neither know how to com- 
pose, nor to estimate good music," replied Mayseder, „but I am of another 
opinion." 

Beethoven answered sarcastically: „The English have bespoken several 
compositions of mine for their Concerts **) and have sent me handsome re- 
muneration for them; the Germans, with the -exception of the Viennese, are 
only now beginning to appreciate me, and the French find my music beyond 
their powers of performance: Accordingly, it is as clear as day, that the Eng- 
lish know nothing about music! Is it not so? Ha hal" He laughed heartily, 
and the dispute came to an end. 



Beethoven was in the strongest sense of the word, a Grerman — body 
and soul. Though quite at home in the Latin, French and Italian tongues, 
he preferred to make use , wherever it was possible , of his natural idiom. 
Could he have had his own way , all his works would have been published 
with German title-pages. Even the exotic little word pianoforte, did he 
seek to expunge, substituting the peculiar term „Hammer-Harpsichord" ***) 
as a far better adapted expression. As a recreation after hard labour, he in- 
ferred, next to his beloved poetry, the study of general history. Amongst the 
Bo^ of Germany GoETBb was his favorite; he was fond of Walter Scott. 



*) One of the members of the ,, Beethoven Dervishes" a name assumed by a 
Musical Society in Vienna about the period 4S38 to 4848 ; he was a very able critio. 
**) The Philharmonic Society in London. 

***) See the Pianlste's Musical Museum. 4. part: Beethoven's Sonata No. 404. 
Tobias Uaslinger's edition, Vienna. 
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Of the rest of the fine arts, and of the Sciences, he possessed, withoat 
priding himself qpon it, more than a merely superficial knoviedge. In the 
circle of his intimates he spoke out freely upon politics, and with such 
commanding, well-directed, and perspicuous views, as one would scarcely 
have expected from a recluse living only for and in the interests of his Art. 

Rectitude^f principle, high morality, propriety of feeling, and pure nataral 
religion were his distinctions. These virtues reigned within himself, and he 
required them at the hands of others. „As good as his word** was his favo- 
rite saying, and nothing angered him more than a broken promise. He was 
always reai^, out of warm benevolence, to help others, and that oAen at the 
expens,e of serious sacrifices in his own person. Whoever turned to him 
voluntarily, and in perfect confidence, might safely reckon upon him for 
aid. He knew neither avarice nor extravagance, and was but little acquainted 
with the real value of money, which he used only as a means for procurmg 
the indispensable requirements of life; it %as only in his later years that 
signs of an anxious parsimony became apparent, without however interfe- 
fering with his natural bias for benevolent actions. Whilst half a. world was 
echoing the praise and admiration of the gifted artist, only a few were 
capable of honoring, to its full extent, his worth as a man. And why? 
because the greater number felt themselves repulsed by the rough shell, and 
could not perceive the soundness of the kernel within. Beethoven mighty 
however, have cheered his melancholy existence by marriage, had he not, as 
it seems, indulged in more than one illplaced platonic attachment ; the result 
was, as usual, disappointment, and this added strength to his constitutional 
misanthropy. He occasionally behaved to visitors and patrons with a degree 
of studied rudeness which had the appearance of acting a part ; indeed he 
welfknew the truth of the proveii): „trample upon mankind and they will 
fawn upon you.'' He was a proud man, and evidently agreed with his favout^ 
ite poet -Goethe in belief of the adage „trust yourself, and others will 
trust you," — 

Hi3 extreme sensitiveness on some points degenerated into caprice, and 
frequently caused him to neglect the commonest rules of courtesy; e. g. he 
suddenly left <he cotmtry-house of the Baron v. A .... , virho' had invited him 
to stay there for several months , because , as he said , „the Baron annoyed 
him with his excessive politeness, and he could not bear to be asked , ^tfff 
morning, if he were quite welll" 

But his friends pardoned all such eccentricities for the sake of his ge- 
nius and his many sterling qualities. 



as 



THE WILL OF LUDWIG VAN BEETHOVEN, 

translated from the Original. 
(Th« le^aeies here aeBtioBed were reToked by a eedieil.) 

For my Brothers Carl and . . . Beethoven. 



ye who have long regarded me as morose, obdurate and misanthropical^ 
how greatly have you* wronged me ! You know not the hidden causes that 
produced the effects which you misconstrue. From my childhood upwards^ 
my heart and mind have been open to the instincts of benevolence , and 
I have ever felt the longing to perform great actions ; but you must reflect 
that I have for six years been afllicted with a malady which , aggravated by 
want of skill in my physicians , has year after year disappointed my hopes of - 
relief, and has at length grown into an evil, the cure of which may require ^^ 
years, and perhaps may never be effected at all. Born with a vivacious and 
ardent temperament, and alive to all the attractions of society, I was forced, 
in the prime of life , to shut myself out from the world , and live in solitude. 
Occasionally, when I try to brave my fate, and go mto company, by what a 
bitter experience of my increasing deafness am I driven back again ! How can 
I say to people „Speak louder — louder yet — for I am deaf." Alas I how 
could I avow the total loss of a sense expected to be more perfect in me 
than in others, and which I once did possess in a degree of perfection en- 
joyed by very few? I could not do it. Therefore you must pardon me When 
you see me shrink from those scenes which I would most willingly enter. My 
misfortune grieves me doubly, inasmuch as it subjects my actions to misin- 
terpretation. To me the charming recreations of society — its mutual 
outpouring of mind — tie free intercourse with refined natures — are all 
forbidden ; alone, and venturing among my fellow creatures no more than is 
abfiOlately necessary, I live like an outcast, for if I do venture into the world, 
it is only to suffer the intensest anxiety lest I should betray my condition. 
During m»y late residence in the country, my excellent physician advised me 
to spare the injured organ as much as possible , and I deiired to comply 
with such advice , although, tempted by inclination , I suffered myself several 
times to be drawn into society. Judge then of my humiliation when I found 
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a person near me , perhaps , listeniDg to the distant notes of a flute , or the 
soDg of a shepherd boy, which I could not hearl such moments almost 
drove me to despair; little was wanting to make me put an end to life with my 
own hand. Art — she alone — she held me back — 1 it seemed to me 
impossible to quit this world before I had accomplished all of which I felt 
myself capable, and therefore I preserved this unhappy life — truly deploring 
that sensitive frame , which any sudden impulse could reduce from extacy 
to despair. Patience — as it is called — her I must take for my guide , with 
a mournful hope of clinging to her till the Fates cut my thread of life. Per- 
haps I shall recover — perhaps not — I resolved in my twenty eighth 
year , to become a philosopher ; it is not easy , and less so for an artist than 
for almost any one else. Eternal Being I Then seest my heart and knowest 
its inmost recesses — thou knowest that it cherishes love and benevolence 
for all mankind 1. Oh my friends, when you shall read this, consider that you 
have greatly wronged me, and if there be one unhappy among you , let him 
be comforted by the reflection that there was another like him^ who, in spite 
of obstacles thrown in his way by nature, <}id a)) that in him lay to gain a 
place among distinguished artists and great men. I intreat you , my brothers 
Charles and ... to request Professor Schmidt in my name, if he be still 
living, to describe my malady, and adding this paper to its history, to let 
the world at least be reconciled to* me alter death. I also here declare you 
joint heirs of my small property (if such it can be called). Share it honestly 
between you, and bear with and assist one another. Whatever wrong I 
have suffered at your hands, has, you know, been long since forgiven. 
You, Charles, I thank most especially fbr the attachment you have lately 
shewn to me; I trust you will lead a better life and one more free from 
care than I have done. Bring up your children in virtue ; that alone , and 
not wealth , can make us happy. I speak from experience when I say that 
virtue lifted me out of misery, and, next to my art, I have to thank wtue 
that I did not end life by suicide. Farewell! love each other. To all friends 
I bequeath my thanks, especially to Prince Lichnowsky and Professor 
Schmidt. I wish that Prince Lichnowsky*s instruments should be retained, 
undivided, by one of you, but not to become the cause of any strife; if 
however they can serve ypu to any useful purpose , sell them — I shoifld 
like to be of service to you even in my grave. Ail is now set in order 1 I 
hasten gladly(^wards death; should he reach me before I have eiy'oyed 
full opportunity to develope my artist-powers , I shall think he Qomes too 
SQoa — in spite of my hard fate — and wish for a little delay ; but yet how 
blest will be the hour of release from a state of constant suffering 1 Come 
when thou wilt, oh death, I shall meet thee courageously I Farewell, and 
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not entirely forget in death bim who deserves to be remembered , for I have 
often thought of you and tried to make you happy ; may you ever be so ! 

Heiligenstadt, Oct. 6. 1802. 

Ludwig van Beethoven , m. p. 

(L. SJ 

' © P. S, — Thus do I lake my leave of you , and a mournful 

' ^ one. Yes , I must now abandon the hopes that I brought with me 

A S of being at least partially cured; — they now forsake me — as 

« ^ ^ the leaves of autumn fade and fall from the trees , so have they 

u ^ g fallen away. I return nearly as I came. Even the lightheartedness 

fe rt ;^ which came to me with the beauty of the summer days has va- 

^ -g S nished. Providence ! vouchsafe me one bright day of joy ! long, 



long is it, since the deepfelt echo of real joy has reached me. 
g ^ when — when, Eternal Being, shall I feel it again in the temple 

^ o of nature and of Humanity 1 never?. no — it is too cruel I 
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written alternately to Mr. S. A. Steinbr, and his partner Tobias Haslingrr. 

No. i. 
Well-born and worthy of high admiration G — t. ♦) 
We beg of you to change the 2 4 Ducats in gold according to yesterday's 
account received, and to send it to us either this, or tomorrow evening, when 
we will transmit and deliver the 24 Ducats at the same time. It would be 
very agreeable to me if your well-deserving Adjutant were to bring it to me, 
as I want much to speak to him. He must forget all grudge , like a Christi^ ; 
we acknowledge his services, and do not acknowledge that which he does 
not deserve. The long and the short of it is , we wish to see him. 

This evening would be the most convenient to us. We are, most excel- 
lent G — t , your most devoted 

G — s. 



*) It is necessary to explain that Beethoven styled himself |1tyfully Generalis- 
simus (G — s) Herr Stbiner, General Lieateoant (G — a— t) and his partner at that 
time, Herr Tobias Haslinger, General Adjutant (Ad — ri). The place of business was 
called the war office. 



Beelhovcn , Slndieii. 23 
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No. 2. 
To the high and well-born G — 11 — t Stbuiib, for hisowa hands. 
Notice. 
We have upon our own examination , and the hearing of our council, 
determined and resolved, from henceforth on all our worlfs with German titles 
to substitute the word Hammer-Clavier (Hammer-harpsichord) for Pianoforte, 
and we charge our worthy Lieutenant General and Adjutants assembled, 
as well as all others whom it may concern , to carry out and put into execu- 
tion that which is here once for all decided. Given etc. etc. 

Jan. 23. 1817. from Head Quarters, 

G — s 
m. J}. 

No. 3. 

Please let the Dedication stand thus : 

Sonata for the Pianoforte 

or Hammer- Harpsichord, 

composed tod 

dedicated to the Baroness Dorothea Ertmann^ n^e Graimann, 

by 
LlTDWIG VAN BEETnOVEN. 

For the new Sonatas the title must be ready , so I make the following two 
proposals , namely , either I myself will pay for a new title , or it shall be 
reserved for a new Sonata by me , for which the long purse of our trusty 
G — 11 — t (gaudeat plena titulo) and the first State-Councillor must open, in 
order to bring it into the light of day. A title should, above all things, be 
in a language which is well understood. E^/mmer- Clavier is thorough Ger- 
man ; without doubt the invention is also German ; honor where honor is 
due! How is it then. that I get no notice of the execution of the same? 

As ever, you servant, 

Amicus 

ad amicum 
I beg you will observe the most en- ^^ amtco 

tire silence as to the dedication, that I 
may make a sensation with it. 



i 



tremolo 



rzc 



Ad - ju - tantl 
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No; 4. 
We shall thank you kindly to send ns two copied of the score of the 
Symphony in A — we also wish to know when we can have a copy of the 
Sonata for the Baroness von Ertmann, as she leaves this, at farthest, the day 
after tomorrow. 

No. 3. namely a note, herewith enclosed, is from a musical friend in 
Silesia, who however is not rich, and has therefore copied music for me; he 
wishes to have these works of Mozart in his library , but as my servant has 
received from heaven the priviledge of being the greatest ass in the world 
(which is saying a great deal) , I cannot make any use of him in this matter. 
Be therefore so good as to send to Mr. ****(theG — s cannot enter into such 
an agreement with a small shopkeeper) and let me know how much 
they will cost, sending me this together with my two scores in A^ and an 
answer to my questions about the Ertmann, today at the soonest (presto pres- 
tisstmoj. Pray spare me as much trouble as may be, for my health, just now, 
is none of the strongest. 

L. VAN Beethoven m. p. 
The best possible fellow for the Good. 
— the Devil himself for — the Bad. 



No. 5. 
The G — t is requested to send his familiar, to whom I may state my 
opinion regarding the Battle translated into real Turkish — it 
must be very much altered. 

G — s. 



No. 6. 

To Steiner and Co. 

The G — 11 — t of the Company has promised every assistance to the 

young Artist Bocklet from Prague, who is a firstrate violinist. We hope 

that our introduction will be respected, as we are with the wildest 

devotion, Your's 

G-s. 



No. 7. 

To Mr. Tobias Haslinger. 

Adjutant, My dear Mannikin I 

Look after the little house once more , and I beg you earnestly to lend 

me the.Treatise on Education. I am very desirous of being able to 

23* 
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explain my ideas upon Ihat subject to others, and to make myself clearly 
comprehended. With regard to the Adjutant I have (1 believe) taken the right 
course in his education. — 

Your's 

Contra Fa, 
m. p. 

No. 8. 

For the weli-bom Mr. Haslinger, member extraordiDary of the courts of Graben and 

Paternoster Row.*) 

Very dear Printer and Engraver, 
Be to me the kindest of the kind, and let a hundred copies of this little 
plate be struck off. I will repay you double and three-fold for all printing 
and engraving. 

Farewell — Your's 

Beethoven m. p. 

No. 9. 

To the Editor. ♦♦) 

My dear and worthy Brother in Apollo I 

My hearty thanks for the troobie you have given yourself about my 

humane work; and lam very glad that its success should be generally 

known. I hope you will never forget me if ever it should so happen that I am 

in a condition to serve you with my small means of so doing. The excellent 

committee is without doubt sufEciently informed of my good wishes. But in 

order to testify this afresh we will consult together as friends in what manner 

they can best be served. When a patron like yourself takes an interest in us, 

our progress is never likely to halt. 

I am with the sincerest respect, your friend 

Bkethovbn m. p* 

*) The shop of Steiner and Co. was situated in a street called Paternoster Row, 
near the square called „the Graben." 

**) This was occasioned by my having given his grand festival-overture at a 
concert for the benefit of the city - hospital , and for which he received the written 
thanks of the Society and of the Committee of management. (Sey fried,) 
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No. <0. 
To the most celebrated musical Arm in Earope, Steiner and Co. Paternoster Row. 
May I beg from the Geh* Bauer *) a few tickets for some of my friends 
who wish to go to this music-meeting — you have perhaps yourselves some 
of these same cards of admission ; if so , lend me one or two — 

Your 
The part belongs to the chorus Amicu$ 

in which Baubb is one of the singers. Bbbthovbn 

m. p. 

No. H . 
To Mr. HasHnger, Adjutant etc. etc. 
May I beg of the Ad — rl to lend me the score of the Overture m E, i 
will return it as soon as the performance is over. I must beg you also to be 
good enough to lend me Kirnbergbb^ in order to supply the place of my own 
book. I am instructing some one in Counterpoint, and my own manuscript 
' upon this subject^*) I am totally unable to find just now, among my wilder- 
ness of papers. 

I am yours 

Mi contra Fa. 
m. p. 



No. 18. 
To Tobias Adjutant. 
My dear Adjutant I 
I have made a bet of ten floruis that it is not true that you have been 

obliged to pay two thousand florins as a compensation to A on account 

of the edition of the M works ; for I am sure they must sell , though 

printed over and over again. I wish to know the exact truth — I cannot be- 
lieve it possible. If it be the case, however, that this injustice has been done 
you, then „0h dolce cotUento*' must pay down ten florins. 

Yours 

Beethoven 
m. p. 



*) A play on the name Gebauer — which will not bear translation. 
**) The original Mss. of the work here given to the Public. 
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Qu. Give me your advice — I have a white - washed room In my 
house y and some old tapestry with which I wish to hang it — painting is 
DOW out of datC; and costs too much — where can I find a person to hang 
this tapestry (in one room) and what will be the expense? 

An. Painting is less oldfashioned and cheaps enough; your tapestry will 
become a resort for spiders ! 

Qu. What is the price of a large writing-table , such as are now made, 
with drawers , of soft or hard wood ? 

An. They are readily to be had , of nut or cherry wood , oosting about 
from 80 to no florins. 

Qu. When can the Adjutant-general go with mp to look at, and pur- 
chase one? 

An. Tomorrow , after dinner. 

Qu. Has nothing been heard from M9lzel? 

An. Nothing but the arrival of two boxes of Metronomes. 

Qu. Indeed ? the newspapers will very soon trumpet that forth for the 
general edification. (Ha ! ha ! ha I ha !) 



Qu. Can't you recommend me a tailor? Mine is a fool. This frock-coat 
fits me like a sack ; I look exactly as if I had stolen it I 

An. I will send Mr. N. to you, who works for me. 

Qu. Does he call himself an Artist in clothes ? 

An. No ; he remains true to the honest old German name for his craft. 

Qu. Does he produce strong and firm work? 

An. I have no doubt of it. 

Qu. My stupid hero of the goose cannot sew on even buttons properly. 
I have worn this jacket barely half a year , and five are already absent with- 
out leave. 

An. I hope my employ^ will be able to please you. 



*) When Beethoven entered a music-shop , a sheet of paper and a pencil were 
placed before him. He wrote down what he wished to know and the answers were 
written under his questions. From amongst these very droll silent t4te & t^tes , a 
specimen is inserted here, selected as an original example of a new species of 
correspondence. 
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Qu- Is it true thai Wbber, the Director of the Conservatorto at Prague, 
is arrived here with Pixis? 

An. Yes ; and both of them wish to be allowed to visit you. 

Qu. It is not necessary — it would be difficult to manage. — I fancy 
they are really learned? 

An. It seems so , accordmg to all accounts. 

Qu. It may well be believed. The Bohemian is a musician born ! It is 
-very different with the Italians. What have they to show for aH their renowned 
Gonservatorios ? If fortune had not endowed their idol Rossini with a pretty 
talent, and showered down love-sick melodies upon him by scores , what he 
brought away with him from school would not have been enough to find his 
stomach in potatoes. (Ha 1 ha ! ha 1 ha !) 



Qu. Why had I not the proofs of the Trio yesterday? 

An. Because they are not yet ready. 

Qu. Why are they not ready ? 

An. Because the Engraver was prevented from flnishing them. 

Qu. Why was he prevented? 

An. Because we were obliged to employ him upon another prCvS- 
sing work. 

Qu. Why were you obliged to employ him upon anything else ? 

An. Because — ^ because — because we have occasion for money. 

Qu. Money? Money? So have I occasion for money, and when I come 
to you for it , you never have any for me. — Money? Don't you earn any by 
my labours? 

An. yes! otherwise we should not be so desirous of possessing 
them, or make the important sacrifices which we do for the copyrights. In 
the meanwhile have patience only for a few days ; you shall then receive the 
last proof, and we will also have a handsome title-page prepared. 

Qu. Title-page ? a handsome titl^-page ? if the contents are worth no- 
thing, I would not give a rush for the most beautiful title-page in the world. 
Have you any fresh Leipsio newspapers for me ? 

An. None , but the one which we have already sent you ; last week's. 

Qu. So ? It is not yet come to hand. — N*importa niente, Skice Rogh- 
LiTz laid down the bdton of command , I find little in them to interest me. 
But why don't 1 see any customers here today? 

An. Because the gay world likes better to lounge away the morning at 
the Carnival, than to spend it in buying music. 
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Qu. In buying Music? „there*s the rub I*' why do you sell any- 
thing but trashy music? Why have you not long ago followed my well- 
intended advice? Be for once pradent, and come to reason. Get rid of your 
hundred weight of reams of paper , real Ratisbon — let that heavy article of 
sale float down the Danube, and set up a sort of grocer's business^ where 
you retail victuals and drink at a cheap rate. Invite the hungry and thirsty 
with a placard in letters of a yard long over your door, ^Musical Beer 
shop 1" and you will have so many customers at all hours of the day, that 
there will be a regular crush to get in, and your rooms will never be empty. 
(Hal ha! ha I ha!) 



JUDICIAL INVENTARY AND VALUATION, 

(dated 16. August 4 827) 

of the Music and Books in the ScAt^arjsjpanier - house in the suburbs , taken od the 
spot , as left and bequeathed by the deceased Composer 

LuDwiG YAM Beethoven. 



Present: 
Bhandstaettbe (Ferdinand] Secretary of the Magistrates. 
VON Oetowitz (Francis] Commissary of Police. 
Ohmeter, as deputy for Dr. Bach, Trustee. 
HoTSGHEVAR (Jacob) Guardian of public Archives. 

Strangers, 
present by special invitation: 

CzBRNT (Charles] Composer and chosen witness. 

PifliNGBR (Ferdinand] k. k. Registrar, Director, clerk of the Exchequer. 

Haslingbr (Tobias) Licensed Artist and Music-Seller. 

and the two Treasurers: 

Artaria (Dominik] Licensed Engraver and Music-SeUer. 
Saubr (Ignatius). 



50 books of manuscript music, sketches etc. Text of Fideiio. 



JUDICIAL INVENTARY AND VALUATION. 



53 



%. 



No. 



Sketches for use, Fragments etc. 
incomplete works, not yet printed, and autograph. 



52. 


Qnartett Sketches. 


No. 


63. 


Sketches for Masses. 


63. 


Sketches. 


» 


64. 


Quart. Sketches and Small 


64. 


Qnartett Sketches. 






pieces. 


66. 


Pieces and Sketches. 


m 


66. 


Sketch for a Pianoforte 


66. 


Cooaplete Sketches. 






Concerto. 


67. 


Quartett Sketches. 


n 


66. 


Bagatelles. 


68. 


Ital. Ariettes. 


u 


67. 


Song with Orchestral Ac- 


69. 


Sketch for a Qnartett. 






compts. 


60. 


Sketches for use. 


» 


68. 


Song. 


61. 


Copy of the Trio No. 4 . 


m 


6». 


Sestett. 


62. 


Copy of the Trio No. 8. 


It 


70. 


Original Songs. 



3. 



Autograph Manuscripts of printed and well known works. 



No. 



71. 


Sonata for the Pianoforte. 


No. 


94. 


Sonata for Pianoforte and 


7J. 


MS. (published by Sim- 






Velio. 




rock.) 


// 


92. 


64. Sonata for Pianoforte. 


73. 


Trios -for the Pianoforte. 


m 


98. 


Romance for Violin. 




Op. 70. No. 4 and S. 


» 


94. 


Quartett. 


74. 


Song. (To Hope.) 


It 


96. 


m 


76. 


Song — The Nightingale. 


» 


96. 


Pieces from Leonore. 


76. 


Scotch Songs. 


V 


97. 


4. Symphony in Parts, 


77. 


Quartett — pub. by Schott. 


tt 


98. 


Scotch Songs. 


78. 


tf 


a 


99. 


Songs. (Lieder.) 


79. 


m 


tt 


400. 


Hymn. 


80. 


Finale to the Pastoral Sym- 


m 


404. 


Sonata for Pianoforte. 




phony. 


If 


402. 


Quartett. 


81. 


First movement of Sym- 
phony No. 4. 


If 


403. 


Christ on the mount of 
Olives (Oratorio). 


82. 


Piece from the Opera of 


If 


404. 


Gloria from 4 . Mass. 




Fidelio. 


m 


405. 


Symphony No. 6. 


83. 


Evening-Song. 


» 


406. 


Andante in the Past. Sym- 


84. 


A Fugue in four parts. 






phony. 


85. 


Fantasia-Sonata. 


It 


407. 


Bagatelles for Pianoforte. 


86. 


Sonata for the Pianoforte 


II 


408. 


Finale to Concerto in E. 




and Violin. 


m 


409. 


Pastoral Overture. 


87. 


Kyxie from the K . Mass. 


m 


440. 


Quiutett for stringed instr. 


88. 


March from Fidelio. 


It 


444. 


Pieces from Rgmont. 


89. 


Concerto in E for the Pia- 


It 


4^2, 


•Quartett. 




noforte. 


II 


443. 


Symphony in parts. 


90. 


Variations for the Pianof. 


u 


444. 


Fugue. 
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No. 



445. 


Concerto for Pianof. in C. 


No. 


4 35. 


Sonatas for Pianoforte. 


446. 


Concerto in A for Pianof. 


w 


486. 


Sonatas for Pianoforte and 


447. 


Fragment of a Quartett. 






Violin. 


448. 


Finale for a Qaarteit. 


V 


437. 


Entr'act to Egmont. 


449. 


Quartett. 


ff 


438. 


Sonata for Pianoforte and 


4tO. 


Sonata for Pianoforte. 






Velio. 


424. 


Variations for Pianoforte. 


ft 


489. 


Quintett in E. 


492. 


Septett in parts. 


n 


440. 


Sonata for Pianoforte and 


423. 


Quartett. 






Violin. 


424. 


Sonata for Pianoforte. 


» 


444. 


Sonata for Pianoforte. 


425. 


Concerto No. 2. for Pianof. 


It 


442. 


The Song of the quail. 


426. 


Mass. No. 2. in parts. 


» 


4 43. 


Chorus, „Good news." 


427. 


Quartett. 




. 




428. 


Song to Chloe. (Lied.) 


By 


another hand (not autograph.) 


4 29. 


Finale to Leonora. 


No. 


4 44. 


Sinfonia Eroica. 


430. 


QuarteUs. 


m 


445. 


Overture to Egmont. 


434. 


2 Songs. 


n 


4 46. 


Chorus from ,,the Ruins 


432. 


Agnw Dei. 






of Athens." 


433. 


Songs fr. Gellert. ) Ljeder. 


n 


447. 


March from Tarpeia. 


434. 


SongiB flr. Goethe. i 


» 


448. 


Fantasia and Chorus. 



Original Manuscripts chiedy completed and autograph, not printed 

and as yet unknown, 
by LuDWiG VAN Beethoven. 



No. 


4 49. 


Treatise on CounterpoinI 
5 large packets*). * 


No. 


4 60. 


Fragments of T^io for Pia- 
noforte. 


» 


460. 


Song with Orchestral Ac- 
compts. 


It 


464. 


Cadenza for a Pianoforte 
Concerto. 


u 


454. 


Italian Songs. 


u 


462. 


March for military band. 


tt 


4 52. 


Violin-Quinlett. 


» 


463. 


2 Songs. [Lieder.) 


n 


453. 


The Hrst kiss. 


It 


464. 


The Ruins of Athens. 


m 


454. 


Ital. Duett. 


» 


465. 


Sketch for a Quartett. 


Af 


455. 


Canon and 4 part Soog. 


m 


466. 


3 Compositions for Pianof. 


» 


456. 


Songs. (Lieder.) 






2 Viol. 2 Vcilo. 


It 


457. 


Piece for Pianoforte com- 


It 


467. 


Vocal Music. 






posed in his youth. 


It 


468. 


Scenas and Ario. (Ital.) 


m 


488. 


Songs and compositions for 


It 


469. 


King Stephen (Overture). 






the Church. 


It 


470. 


Collection of Compositions 


H 


459. 


Military music, fragmen- 






(unknown). 






tary. 


It 


474. 


Fugue for a Pianof. Cone. 



*) Bought by Mr. Haslihger and entrusted for publicatiop to the Chevalier von 
Setfsied -^ translated in this volume. 
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No. 



478. 


Compositions for Pianof. 


No. 


484. 


Minuets for an Orchestra. 


473. 


Fragment of a Qalntett for 
YioL dato Nov. 4 826. Beet- 


» 


482. 


Composition for a Violin- 
Concerto. 




hoven's last work. 


V 


488. 


Song. (Lied.) 


ilk. 


Canon for four voices. 


// 


4 84. 


Pianoforte lesson with Ac- 


475. 


Trifles. 






compts. 


476. 


Trifles for Pianoforte. 


» 


485. 


Caprice for Pianoforte. 


477. 


Rondo for Pianoforte and 





4 86. 


,,Sehns«cht.** (a Song.) 




Orchestra. 


IT 


487. 


Aria with Pf. Accompts. 


478. 


Marches for an Orchestra. 


W 


488. 


Song with full Accompts. 


4 79. 


Trio for Pf. Fl. and Fag. 


It 


489. 


Symphony by Haydn. 


480. 


Orches. piece with Chorus. 









No. 



Parts Copied. 



490. 


Symphony No. 9. 


No. 


495. 


Overture to Leonore. 


494. 


Christ on the mount of 


w 


496. 


Festival Overture. 




Olives- 


if 


497. 


2 Symphonies.' 


492. 


Symphony No. 7. 


n 


498. 


Masses. 


493. 


Song (Lied) to Joy. 


tt 


4 99. 


Dances and Marches 


494. 


Wellington's Victor^' at Vit- 
toria, Symph. 









No. 



Copied Music 
by different Masters. 



200. 


Madrigals of Lughini. 


No. 


209. 


Symphony in B, 


204. 


4 8 different pieces. 


» 


240. 


Cherubini'sFaniska, Score 


202. 


Paer's Leonore. Score. 


" 


244. 


24 different Pieces. 


203. 


Violin-Quartett. 


fl 


242. 


Beethoven's Fideiio. 


204. 


Renter's Parnassus. 


w 


243. 


An Overture by Haydn. 


205. 


24 different Pieces. 


H 


244. 


Concerto in C mit cor- 


206. 


42 If 






rections. 


207. 


Bach's Art of Fugue. 


// 


245. 


4 5 different pieces. 


208. 


47 different Pieces. 


H 


246. 


Mozart'sZauberflOle, Score 



6. 









Printed 


Music. 


No. 


247. 


Beethoven's 
Score. 


„Vittoria" 


No. 284 


m 


248. 


Beethoven's 
Score. 


„Vittoria" 


'/ 222 
// 823 


» 


249. 


Beethoven's 


Mass. ' 


»» 224 


tf 


226. 


48 different pieces. 


» 226 



Handera Messiah and Mo- 
zart^ s Requiem in Score. 
Beethoven's Christus. 

n Symph. 4, 2. 
Haydn's Creation. 
226. Beethoven's Fiddio, P. Tr. 
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No. 



M7. 


Mozart' 8 Don Juan, Score. 


No. 


335. 


Bach, Art of the Fugue. 


328. 


Mozari'fi Coti fan tutte. 


H 


386. 


G. F. Handel's Harpsi- 


339. 


Beethoven's ,.Christos," 






chord-Music. 




Score. Reicha's 36 Fugues, 


m 


337. 


Beethoven's Symph. No. 9. 




Cherabini's Medea. 


m 


338. 


PaisieU&s laServapadrone. 


330. 


Mozart's Titus , Score. 


tt 


339. 


Handel's works in 48 vo- 


334. 


Haydn's Seasons, Score. 






lumes. 




SaUerTt Danatdes/* 


u 


340. 





383. 


The mount of Olives. (Eng- 


n 


344. 


Hfiodel's Julius Cttsar. 




lish). Mozart's Quartetts. 


m 


343. 






MehuVs Valentine , Score. 


H 


348. 




338. 


Beethoven's Leonore. P. F. 


m 


344. 






Score. 


w 


345. 


» Alexander's Feast. 




Beethoven's Cbristus. 


n 


346. 


w Chorusses and Ora- 


334. 


Beethoven's Choral Symph. 
Symphony No. 9. Score. . 






torios. 



Musical Books. 



No. 347. 



348. 
349. 



Knecht's Organ School. 
Bach's Art of Pianoforte 
playing. 

Musical Journals. 
Camphuisen's Collection of 
Songs. Riepei's Harmony, 
Counterpoint, and Com- 
position. 



350. 



354. 
353. 



Kjrnberger's works. Koch's 
Harmony. Vogler's Choral- 
system. Albrechtsberger 
on Composition. 
Work by Haydn on Score. 
Marburg's Treatise on 
Fugue. 



OFFICIAL ANNOUNCEMENT. 



It is made known through the present edict by the Magistrate of the 
Capital and Imperial City of Vienna : In the next following public sale , the 
property left by the depeased Musical Composer Ludwig van Beethoven will 
be sold by auction : viz. his private library of Music , including — Sketches 
— Fragments — Unfinished works in autograph and not yet printed — 
Autograph Manuscripts of works already published — Partly-finished and 
autograph unprinted original Manuscripts of Beethoven , Manuscript parts to 
Beethoven's works, — Manuscript Music of various composers — printed 
Music, Musical books — various other books — an English pianoforte of 
which the Testator made use up to the time of his death — two violins — 
finally a gold medal, valued at about forty ducats , will be sold to the highest 
bidder, on the 5. of November and the following days, at the usual hours in 
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the morning and afternoon, in the vegetable-market of this city, at the house 
No. i i 49 second floor, left-hand staircase. 
Vienna, Sept. 7. <887. 

(After the sale of these effects the following advertisement was issued by 
Mr. Haslinger. The valuation does not seem to have been made public.) 

„The original documents from which these papers and letters are prin- 
ted lie ready for inspection at Mr. Haslinger's residence , who possesses also 
a complete list of those to whom the property sold at the auction was con- 
signed, and is prepared to give answers to any verbal enquiries on the 
subject." 



AGREEMENT. 

(Stamped.) 

The daily proofs which Ludwig van Bbrthoven gives of his extraordi- 
nary talent and genius as an Artist and Composer, excite the desire that he 
should fulfil the great expectations which the present experience of his 
powers would seem to warrant. 

As, however, we are well aware that no one can effectually devote 
himself to Art, or produce works of importance , who is not comparatively 
free from care and secured from indigence ; we the undersigned have come 
to the resolution of placing Ludwig van Beethoven in such a posilion that 
ppverty shall not cramp or interfere with his powerful genius. 

To this end we bind ourselves to pay him annually the sum of four 
thousand florins:*) as below. Signed 

His Imperial Highness the Archduke Rudolph fl. 4 500 

His Grace Prince Lobkowitz „ 700 

His Grace Prince FsaDiNAND KmsKT „ 4800 

Total . . „ 4000, 
which pension Ludwig van Beethoven is to receive in half-yearly payments, 
in proportion to the sum given by each of the high contracting parties. 

The Undersigned are also prepared tA continue (his annuity until Ludwig 
van Beethoven shall have obtained an appointment which shall secure to him 
an equivalent for the above-named sum. 



*) About 1 60 £, which in proportion to the then cheap rate of living at Vienna 
was equal to SO i^ in England. 
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Sliould no such appointment be offered, and should Ludwig van Beethoven 
be incapacitated through misfortune or old age from pursuing his art , the 
contracting parties are willing to pay this annuity during his life. On his 
part Ludwig van Beethoven promises to fix his residence in Vienna , where 
the high contracting parties to this document reside , or in some other city 
within the dominions of his Imperial Majesty, and to leave this residence only 
at such periods as business, or the interests of his art shall require it; of 
which absences, however, the high contracting parties shall be informed, and 
to which they shall previously agree. 
Given at Vienna I. March 1809. 

(L. S.) Rudolph, 

Archduke. 
(L. S.) PamcE von Lobkowitz, 

Duke of Raudnitz. 
(L. S,) Ferdinand , Prince Kinskt. 



BAPTISMAL REGISTRY. 

(Stamped.) Government District of Cologne. 
^(Stamped.] Circle of Bonn. Head^urgomaster's office, Bonn. 
Extract from the Parish Register of St. Remy ia Bonn. Witnessed before the Head- 
Burgomaster of Bonn. 
Anno Millesimo Septingentesimo Septuagesimo, die decima septima Decern- 
bris baptizatus est Ludovicus , Domini Joannis van Beethoven , et Helenae Ke- 
verichs , conjugum filius legitimus . Patrini Dominus Ludovicus van Beethoven, 
et Gertrudis Mullers, dicta Baums, 

A correct copy. 
Bonn, 2. of July 1827. 

Head-Burgomaster, 

(L, S.) WiNDECK. 

The above signature of Mr. Windeck, Head-Burgomaster in Bonn , was 
seen and witnessed by us. 



Cologne, 5. July 4 887. 



President of the Court of Justice. 

For the same : 
president of the Council, 
(L» SJ Peltzer. 

Secretary to the Court of Justice, 
Thvan. 
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The signature, on the other side, of Mr. Peltzer, President of the Council 
of his Prussian Majesty's Court of Justice , is avouched. 
Cologne, 5. July 1827. 

First President of the Senate of the 
Rhenish Court of Appeal , Coun- 
cillor of Justice. 
(L, SJ Signature 

(wholly illegihle). 
Chief Secretary, 
J, Therrer. 



THE FUNERAL, 

With an account of the compositions performed on that occasion. 

(This is inserted here hecause several of the public papers contained erroneous and 
imperfect statements of the ceremony.) * 

As the public funeral of Bebtbovbn had been made very generally 
known to his friends and admirers, who sent out numerous printed cards 
of invitation for the afternoon of the 29. of March 1827, an immense assem- 
blage of spectators and mourners gathered at the house of the deceased, on 
the ramparts beyond th^ Schottenthor gate at the Schwarzspanier^house ; the 
mourners were dressed in black, wearing mourning-gloves, and crape on the 
left arm. At three clock the Body was borne into the court by eight members 
of the orchestra of the Court-Theatre, Mess. Eigeberger, Schuster, Cramolini, 
Ap. Mueller, Hofmann, Ruppreght, Yobschitzky, and Ant. Wranitzkt, who 
had offered themselves as Bearers. The Clergy made their appearance half an 
hour later, and after they had prayed over tlie mortal remains , the Vocalists 
above-named sang a sacred chorale by B. A. Wbbbr ; the whole procession 
then moved forward in the following order : 

I. The Cross-fie|krer. — 2. Four Trombone-players, the brothers Boeck, 
Messrs. Weidl and Tusghky. — 3. The Chorus Master M. Asshayer, under 
whose direction — i. a Chorus consisting of Messrs. Tietzb, Schnitzbr, 
Gross, Sykoha, Fruehwald, Geissler, Rathmaybr, Kokrbment, Fughs, Nbjebsb, 
Ziegler, Pbrschi,, Lbidl, Wbinkopf, Pfbipfer, and Seipelt, performed the 
„Miserere" alternately with the four trombones. 

This moving orchestra was immediately followed by: — 5. the Clergy. 
— 6. the richly ornamented coffin , borne by the gentleman of the Opera 
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already named, and surrounded by the Chapel-Masters Eyblbb^ Humvrl, 
Setpried, and Krbutzer, on the right; Wbigl, Gtrowetz, Gaensbachbr, and 
WuERFEL on the left ; \Nrho wore knots of white ribbon suspended from their 
mourning scarfs. — 7. On both sides of the procession, from the extreme 
end of it as far back as the coffin, were 36 Torchbearers selected from 
amongst the friends of art, poets, authors, composers, actors, and musicians, 
numbering among them Messrs. Anschuetz, Bbrisard, Jos. Boehm, Castelli, 
Chas. Gzrrnt, Sigr. David, Grillparzer, Conr. Graf, Gruenbaum, Haslingbr, 
HiLDEBRAND, HoLz, Kattgr, Krall , SiGB. Lablacbb , Barou Lannot, Linke, 
Mayseder, M. Mbric, Mere, Mbchbtti, Meier, Sigr. Paccini, Piringbr, Ra- 
DICC0I, Raimund^ Riottb^ Schoberlecrnbr, Schubert, Schickh, Sghhiol, Strei- 
^CHBB, ScHUPPANziGH, Steiner, Wbidmann, Wolpmayer ctc. otc. , all in mour- 
ning dresses with white roses and branches of lilies passed through the 
crape on their left arms , and carrying lighted wax torches. Besides these» 
many other distinguished persons were to be seen moving along with the 
slowly progressing throng. The Privy Councillors von Mosel and Breuning, 
(the latter being an early friend of the Deceased, and his Executor) Bebthoven*s 
Brothers , and still Ihrther in the distance the pupils of the Conservatorio and 
those of the St. Anna School for Thorough Bass ; Chapel-Master Drbchsler, 
etc. etc. All mourning together over a loss, which was felt to be irremediable 
in the world of Art. 

Arrived at 4he Church , the sixteen Singers already named performed, 
during the Blessing , the Libera me Domine de morte aeterna , composed by 
Chapel-Master vox Seypried , for four' voices, with an orchestral accompt. 
Upon this occasion, however, it was necessarily arranged for four male voices 
alone , alia capella. 

As the State-hearse, drawn by four horses , pfoceeded towards the Bu- 
rial ground of Wahring , it was followed by several equipages from the line. 
In the Burial-ground an oration in honour of the departed, written by Grill- 
parzer, was delivered by Anschuetz the Court- Actor, surrounded by a circle 
of sympathising friends. Baron von Schlecbta and Mr. Caste lli addressed a 
short but very interesting poem to the mournful assembly , and before the 
grave was filled up, Mr. Haslinger presented three hurel wreaths to the gene* 
rous-hearted Composer Huhiibl , who stood by his side , and who laid them 
upon the coffin. Those friends who were most interested remained till the 
turf was smoothed over the coffin. 

Both the above-named compositions — the Miserere and the Libera 
were performed in the Church of the Augustines on the occasion of mass 
being said for the soul of Ludwig van Beethovbn — on the 3. of April Mo- 
zart's Requiem was perfortned in memory of the illustrious dead , and on 
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the 26. of the same month Cheruhinfs Requiem was given by the society #f 
the Friends of Music, in compliance with the general wish ; while the duties 
of the Roman Catholic Clergy were repeated at the catafalque when the 
Requiem was concluded. 

The well-known but interesting story connected with the Miserere is as 
follows. While Ludwig van Beethoven was visiting his brother who was sett- 
led as an apothecary at Linz, in the autumn of the year iSit, the Chapel- 
Master of the Cathedral there, Mr. Globggl, begged him, as a matter of 
friendship, to compose this movement for four trombones, in order that some 
of his music might be performed there on every anniversary of All-Sours- 
day. Bbbtbovbn assented readily; he wrote for the purpose three pieces, 
which though short, display throughout the hand of the master ; the Ch0v. 
I. von SBrFRiED was afterwards so fortunate as to enrich an already inval- 
uable collection of autographs of the great composer with (he original Ma- 
nuscript of this worlt. 

On the morning of the 26. of March 4*827 , when no hope remained of 
averting the threatened loss, Mr. Haslinger carried this manuscript to Cha- 
pel-Master VON Seyvried , in order to consider with him the possibility of 
arranging it as a vocal chorus to the words of the Miserere , and thus to lay 
the earthly remains of our Musical Chief to rest amid the tragic echoes of 
one of his own creations. Sbtpribd, though painAilly affected by the 
occasion, determined to' attempt the task, and set to work without delay. 
It was finished during the following night. 

This composition was therefore made use of in a double form : the piece 
was first performed, in the original key, by four trombones soli, and then 
repeated (transposed a tone lower) by the 4 6 singers , with the words ad- 
^ted to it, viz. those from the penitential psalm Miserere met Dws, which 
was chanted in alternate stanzas, while the corpse was carried into the 
church. 
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Beethoven having expressed a wish that the cause of his deafness might be 
investigated , it may not be out of place to give a detailed account of the post 
mortem examination which was undertaken by Dr. Jos. Wagner, at the house 
of the Deceased, in presence of Professor Wawruch, M. D. — the principal 
results were as follows. 



The external ear was large and regularly formed, the scaphoid fossa , but more 
especially the concha , was very spacious and half as large again as usual ; the va- 
rious angles and sinuosities were strongly marked. The external auditory canal was 
covered with shining scales , particularly in the vicinity of the tympanum , which 
was concealed by them. The Eustachian tube was much thickened, its mucous li^ 
ning swollen and somewhat contracted about the osseous portion of the tube. In 
front of Its orifice and towards the tonsils some dimpM scars were observable. 
The priBoipal cells of the Mastoid process, which was large and not marked by any 
notch, were lined with a vascular mucous membrane. The whole substance of the 
Os petrosum shewed a similar degree of vascularity, being traversed by vessels of 
considerable size, more particularly in the region of the cochlea , the membranous 
part of its spinal lamina appearing slightly reddened. 

The facial nerves were of unusual thickness , the auditory nerves , ODjIhe con- 
ti^^ry , were shrivelled and destitute of neurina ; the aeoompanyiog arteries wtw 
dilated to more than the size of a crowquiil , and -cartilaginous. The left auditory 
nerve, mijch the thinnest, arose by three very thin greyish striae, the right by one 
strong clear-white stria from the substance of the fourth ventricle , which was at 
this point much more consistent and vascular than in other parts. The convolutions 
of the brefn were foil of water , and remarkably white ; they appeared very much 
deeper, wider, mt uiore numerous than ordinary. 

The Calvarium exhibitcjd throughout great density and a thickness amountiag 
to about half an inch. 

The cavity of the Chest , together with the organs within it , was in the normal 
condition. 

In the cavity of the Abdomen four quarts of a greyish-brown turlHd fluid 



The LWer appeared shrunk up to half its proper vohime, of a leathery conais« 
tance and greenish-blue colour, and was beset with knots, the sixe of a bean, on 
its tuberculated surface , as well as in its substance ; all its vessels were very much 
narrowed, and bloodless. 

The Gall-bladder contained a dark-brown fluid , besides an abundance of gra- 
velly sediment. 

The Spleen was found to be more than double its proper size , dark-eoloured, 
and firm. 

The Pancreas was equally bard and firm , its excretory.duct being as wide as a 
gooseqaill. 

The Stomach , together with the Bowels , was greatly distended wiflh air. Both 
Kidneys were invested %y cellular membraue o^an loch tMck, and iuiltrated with 
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a brown turbid fluid ; their tissue was pale-red and opened out. Every one of their 
calicos was occupied by. a calcareous concretion of a wart-like shape and as large 
as a split-pea. The body was much emaciated. 

(Signed.) Dr. Josepb WAGRsa, 

Assistant in the Pathological lloseum. 



The following article is translated from the Leipsic Univ. Mus. Journal of S8. March, 
4887, as a favourable specimen of warm but not extravagant panegyric. 



Bbbthoven is DO more! I have just received the news of his death 
from one of his most intimate friends in Vienna. On the 26. of March, at 
sunset, Beethoven's great and powerful spirit freed itself from the earthly 
tenement which had in many respects proved so burdensome to him that he 
mail have succumbed — and in his latter years have been lost to Art — had 
not his innate energy, his perseverance, and philosophic patience offered 
soccessAil resistance to the foe. He had reached his fifly-6fth year. The voice 
of lament for his loss will be beard as far as the influence of Mu^ic exten<k, 
and long^ long will its echoes be repeated! His compositions are the greatest, 
the aost muHtfarious, the most original that modem instrumental music pos- 
sesses ; the flights of his genius are the boldest and the loftiest that have 
been attempted in our time. 

He surpasses all his rivals as an Inventor, for manifold as are his works, 
he has disdained to reproduce his own ideas ; he is ever found treading a 
new path, widening the sphere of his imagination, and peneCretiag yet deeper 
into the mysterious regions where Fancy reigns supreme. 

He was not to be restrained by the reflection that few would compre- 
hend him at first — he even risked the chance of failure; but bis eye was 
not to be diverted from the bright star that shone above him and controlled 
his destiny. Wherever his greatest thoughts and highest efforts an not ap- 
pfdciated, it is because the Few, that are capable of following his eagle flight, 
are absent; when they are present, their influence will certainly be felt, 
and they will guide the public in its judgment. These noble Few will increase, 
and so will the circle of Bbbthovbn's fame grow wider and wider. Those 
who are intellectual enough to grasp his ideas, and enjoy them, will love his 
wwks in proportion to their knowledge of them. For a long time past he has 
maintained such a position among ttis competitors , that no one thought of 
disputing the sovereignty with him upon those points on which he grounded 
bis peculiar claims to distinction. The etrong avoided the contest, the weak 
fell before him in the vain atten^t at competition. Those who in the earlier 



NECROLOGUE. 45 

part of his career unadvisedly ridiculed or underrated him have long since 
repented their folly, and hide their shame in the obsturity which was their 
proper element. With a rare devotion did this true Poet of Sound turn the 
whole of his natural and acquired powers to th^ service of Art, for which he 
was created. He had no other aim or desire in life, than to be a great Artist. 
Neither wealth nor the tranquil joys of the household affections were his ; Art 
was to him both wife and child. He did not understand the world, and, for 
the last fifteen years of his life, could not even hear men speak; in propor- 
tion as the intercourse which he held with them diminished , so did he be- 
come more and more incomprehensible to them , except thro' the medium 
of his music. Cut off from society by the loss of his hearing, he constructed 
a world for himself out of sounds, not heard but felt. In this mystic sphere 
he lived ; a wondrous proof of the power of Mind over hostile circumstances, 
and of the certainty with which success may be commanded by the union of 
talent with strong will and manly determination. His motto was „press for- 
ward," and at every stage of his progress he left some worthy memorial be- 
hind him I Nor did his affliction serve with him as a constant source of com- 
plaint ; as he went on, still producing fresh creations , he looked not always 
at the dark side of his fate, but praised the Mighty Bestower of genius for 
so glorious a gift. How many days , that would otherwise have passed^in 
grief and bitterness, were solaced by the gracious Muse! We feel our irre- 
parable loss as a nation, but let us rejoice that Beethoven's works remain to 
us, an heir-loom for ever. They will form a bright page in the history of Art, 
inasmuch as he gave us in them a true index of the period in which he 
lived; and he himself, in his own 'individuality, made that period and its his- 
tory. His fame is built upon a sure foundation.'' 



The following fs a literal translation of the stanza written by Grillparzer to the 
choral Melody in D {„I>u , d&m nie tm Leben/* etc.) which was sung at Beethoven's 

faneral. 

Thou, to whom life vouchsafed nor home nor rest, 
Sleepest at length in peace and quiet gloom ; 
0, if our hymn can reach thy spirit blest. 
List to thine own sweet song , within the tomb ! 
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STANZAS READ OVER THE GRAVE OF BEETHOVEN , 

March 29. 1827. 
by Francis, Baroa Scblbchta. 

Forth from a rock a fountain broke , and rife 

With quickening power spread o'er the thirsty plain ; 

Where'er it flowed it left the seeds of life, 

And tum*d old nature into youth again : — 

All throng*d around th* enchanted spot, to crave 

A bountiful relreshment from the wave. 

A few there be , of deeper-searching mind. 
Who drink delighted of that wondrous stream ; 
Others admire to see it gently wind, 
And SoFs bright rays upon its surface gleam; 
Others a common rill the fount declare. 
Less marvellous than some , and far less fair I 

The fountain sank ! then first the giddy throng 

With shame and grief its tardy homage paid ; 

And zealous Art, with emulative song, 

Pour*d in the praise long earn'd and long delayed : — 

Alas , no sigh , no tender-plaintive lay 

Can bring the vanished fountain back to day I 

Thou, lost One, from thy mortal fetters freed, 
^.T h u wert the fountain , and its power thine own ; 
* Thine was the magic volume few could read, 

And less could understand ; n o w thou art l(nown, 
Now every tongue its high-wrought praise would give 
Exulting — and thou must have died , to live ! 



LINES ON BEETHOVEN, 

written by J. G. Seiol 
and recited by Anschubtz at the CoMert spirituel in Vienna, May 3, 1 8i7. 

Sounds were his colours , and the human heart 

The canvass upon which with highest art 

He drew his image — shrouded oft in sadness, 

And sometimes bright with more than mortal gladness. 
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LINES BY J. F. CASTELLI, 

spoken at Beethoven's funeral. 

The worshipped Muse halh called him to the skies, 
And yonder , at her side , (bose harmonies 
That sprang from his deep mind, salute his ear; — 
Strains which on earth he was forbid to hear ! *) 



TO THE SHADE OF BEETHOVEN, 

Impromptu by De ia Motte Fouqu^. 

Thou Master-spirit, often hath my soul 
Thirsted to pour forth song for song with thee, 
Since first th' enigma of thy being stole 
In all the varied forms of melody 
O'er my enraptured senses ! — by thy tomb 
Despairing I should stand , and lasting gloom 
Were mine , but that I trust we yet may sing 
Together *mid the roses of Heaven*s spring. 



(For these literal and elegant translations I am indebted to the kindness of 
a friend.) P. 



EPITAPHS BY J. GABRIEL SEIDL. 

Ludovico . Van . Beethoven . 

Cujus . 

Ad . Triste . Mortis . Nuncium . 

Omnes . Flevere . Gentes . 

Plaudente .- 

Goelitum . Chore . 



IN TUMULUM LUDOVICI VAN BEETHOVEN. 

Fato mortalis; vita bonus; arte perennis, x 
Morte suum moriens eximit ipse decos. 



*) Alluding particularly to the Mass in D , and the Sinfonia No. , which were 
composed at the time when Beethoven's deafness bad reached its climax. 
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BEETHOVEN'6 MONUMENT AT BONN. 

Part of this appendix is translated from the German edition , bat I have added, in 
compliance with a request of the publisher's , some remarks Jipon B's indi- 
vidual character, and a brief summary of my own opinions regarding 
his works. P.) 



If we would convey to our readers a correct idea of Beethoven's deep 
and permanent influence upon the musical world of Europe, we must record 
the history of his monument — for in that speaks the voice of posterity , the 
justice of which can hardly be questioned. The Charlatan , the wealthy or 
fashionable Artist, the Favourite of the public for a brief space, — wili often, 
through a variety of means , retain his position ; not indeed for any great 
length of time, but long enough to deceive shallow observers, and, alas! long 
enough te keep back the man of real genius and real claims. Works of little 
intrinsic value may even please an enlightened public for a while; the 
sterling gold may be so ingeniously imitated as to pass muster even with 
good judges — till a closer examination , a more unerring eye is brought to 
bear upon it; then the counterfeit is exposed. It may happen that a great 
Artist (because he disdains to aggrandize himself by seeking to bring his 
name and works continually before the public) has here and there given 
offence ; perhaps he omits to flatter a patron , perhaps to visit and cajole a 
venomous critic : — for such or similar reasons the Poet- Artist may remain 
for a time in obscurity, and be undervalued, while those far less gifted, 
but more skilled in the tricks of self- advancement, may be as much over- 
pnzed : — 

„Tis an old tale, and often told." But from posterity, where the Artist's 
individuality and the capricious taste of the age no longer come into play ; — 
from posterity alQne does the Artist receive the full meed of justice , neither 
too much blame nor too much pcaise. It should, however, be remarked that 
this perfect balance of arbitration is not always to be found immediately after 
the event of the great man^s death , whether he be Hero, Statesman, Poet, or 
Artist : — some furtlier lapse of time is generally required to fix an unerring 
standard of his claims. His departure from the world is not unf^equently 
the signal for an outburst of enthusiasm which as palpably overrates his me- 
rits and abilities as the envy of his contemporaries had, perhaps, depreciated 
them. Death is a mighty reconciler, says Schiller ; and in forgetting their 
enmities men are apt to exaggerate the virtues to which they were once 
blind. But if nearly twenty years pass , and this enthusiasm remains unaha- 
ted; — should Posterity then think fit to grant such a monument as that 
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of Beethovbh at Bonn — there can be little doubt of its justice I *) Many a 
Poet and Composer , dying prematurely and in the zenith of his reputation, 
has been deified by imatic admirers for a time ; but such fame is not lasting, 
and the false glitter cannot stand the test of years. This truth has been exem- 
plified in the case of more than one modern celebrity, and in our own day 
we might perhaps discover an instance of it. We are ,,fallen on evil days/' 
when fame is bought and sold, and is purchaseable at a certain price, of Co- 
teries and Journalists; the Public being, for a while, too phlegmatic or too 
timid to exert its own prerogative of decision. We see anonymous critics, 
whose ignorance and malice are legible in every line of their unnecessary 
scribblings, even daring to dispute the judgment of the Public , and declare it 
null and void! This is a height of presumption, a rank abuse of the power 
of the press, which seems to call loudly for the interference of a Censor: — 
for why should a mendacious attack upon private character be visited by the 
law, if the gross disparagement of works of Genius be permitted? which is 
the greater libel of the two ? in both cases the falsehood is sure to be expo- 
sed sooner or later ; but who shall calculate the evil that may have been done 
in the mean while? the grievous wrongs inflicted by detraction are but 111 
recompensed by future fame. „Genitts is the intuition of truth,'' says 
Lavater; what wonder^ then, that it should excite the spleen of vulgar minds, 
such as hate truth, and whose only intuition is that of lying and slande- 
ring? — 

Bbethoven had many adversaries during his life ; some of them even 
went so far as to compare the bold flights of his imagination with the inco- 
herencies of delirium — his music was called extravagant, bombastic , far- 
fetched , obscure , preposterously difficult of execution , utterly unvocal , etc. 
He was recommended by some critics to study the works of defunct masters, 
and rather to aim at a successful imitation of t h e m than to cherish the vain 
hope of seeing his own crazy phantasies admired by the public. Those who 
belonged to the old pedantic school of criticism blamed him for infringing the 
rules of counterpoint ; others condemned his irregular rhythm , his broken 
cadences, sudden transitions, and unheard-of modulations ! others complained 
that his works were sadly deficient in melody ! In fact , Beethoven's music 
had long secured the favour of the Public before the critics could make up 
their minds to praise it; these learned Thebans were at length compelled 
to acknowledge its high pretensions , and having once seen the neoessHy^ 
of this, they began to extol as masterpieces of Genius the very works which 



^) The noble monument of Mozart at Salzburg was erected 50 years after 
his death. 
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they had foniierly declared to be. total failures ! Thus it was, aDd is, and is 
ever likely to be ; -«- Ignoraned, Arrogaoce^ and Mediocrity make themselves 
a tribttDal , befoie whioh Eicellence, Genius, and Learning are called up Uke 
delinquents , to receive their seoiance I well may ScuLua exclaim : ,,Absiir- 
dity, thou art victorious !'**) 

I do not mean to enter into a minute examination of Bbbtbovbn's works, but 
a few more reinarks, bearing upon, that subject, may not be out of place here. 

The very partial success of „Fidelio'' (when first produced) bad undoubt- 
edly excited a feeling of jealousy in Bebthovbn's mind towards the Com- 
poser of the Freyschutz , which he veqted , at the time when Webbb was 
superintending the performance of his „Euryaathe" at Vienna , in sundry 
expressions like those already quoted (v. p. 4 6). Bbbtbovem could not, however, 
feellhimself justified in saying that WBBEa began to learn too late for Art ta 
developed itself fairly in him. Bbbthovbn began quite as late as Wbbbs, for 
he was turned %% when he commenced the study of Composition. At that 
time he was nominally a pupil of J. Haydn's, who, for some unknown reason, 
neglected him and suffered the numerous iaults in his exercises to pass un- 
corrected. 

Under ALBaBGHTSBBBfiBB he evidently gave his serious attention to coun- 
terpoint » but he never loved it, and was never fluent in its resources. This 
must be regarded, on the whole, as a fortunate circumstance ; for had Bbbt- , 
HOVBN been a great fugue-writer he would not have produced his Sympho- 
nies 1 There is something in the very nature of the Symphony, the great or- 
chestral Fantasia, which is at variance with the sour severity of counterpoint. 
And , moreover , the Sonata is to the Pianoforte what the Sinfonia is to the 
Orchestra. It must not be supposed that Bebtbovbn , even in the earlier 
stages of his career, met with nothing but ii^ustice; on the contrary, be was 
fortunate in finding several very influential Art-journals, governed by men 
of intellect, far-seeing, and devoid of prejudice, (e. g. the Leipsic Musical 
Journal**), published by the great firmBreitkopf and HSrtel) disposed to lend 
him their full support , aad give him the advantage of their able and kindly 
criticism; of this number were Rochlitz and fink, the latter one of Bbbthovbb's 
warmest admirers, an original thinker and a fine writer. Such critics as these 
{si tie amnesfj deserve the thanks and praise of all who can appreciate the 
worka of Genius, which they present in their proper light to the world, and 
shield, with a sort of parental care, from the envenomed darts of DetractioB. 



*) „Untinn, du siegsV v. Jungfrau von Orleans ; the above remarkable passage 
is quoted from one of Hegel's letters. 

**) Which sadly degenerated, and ceased to appear at the close of 484S. 
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So much has been written about Bbbthovbn's Symphonies, which, 
taken collectively, are his greatest works, that it wwM be superfluous to 
review them again in detail. Even the ninth Symphony , with Choms in the 
last movement , has now been so frequently and magnificently performed in 
Germany, England, and France, that its peculiarities are well known ; — but 
il still appears a moot point — adfauc sub judice lis est — whether the Com- 
poser's deaihess did or did not exercise an influence over this work (as well 
as over several others written during that period} which may t>e regarded as 
injurious. Let us examine the more apparent focts: — Common people can* 
not readily mderstand the peculiar power which every real Composer 
possesses, viz. that of creating music without the aid of an instrument, hear- 
ing every notd of il with his m ental ear , and being thus rendered inde- 
pendent of external sounds. This seems a dark riddle to those who are not 
similarly gifted , but the fact offers an easy explanation of Beethoven's ufSim- 
paired activity during his deafness, and at the same time - demolishes the 
supposition that his latter works would have been less complex (or, as %ome 
would say, obscure) had he been able to hear them. There is anolher and 
very different reason why the Mass in D, the ninth Symphony, the Quartette 
dedicated to Prince Galitzin, the Quartett in (/jtmtrior, the Variations on a 
Waltz-motivo of Diabelli*s, etc., are more elaborate, less melodious, at times 
approaching nearer to. the confines of eccentricity, than other werks , of (he 
same class, which Beethoven produced while he still retained his hearing, 
or at least while his deafness was yet partial. The reason is briefly this : 
Bbbthovbn, as he went on, and his intellect and genius were matured (losing, 
by that very process, some of the luxuriant verdure of youth) altered his 
views of Art considerably : they grew larger, wider , and loftier , but his love 
of the Seautiful began to be mei^ed in that of the Great, — I should say the 
Sublime, did I not attach a very peculiar meaning to that'word ; for I doubt 
whether the true Sublime can be found in any of the above-named works. 
• The strongest characteristic of BeethoVbn's finest music is a vast strength of 
wing; his flight is that jof the eagle, broad, rapid, bold, cloud-piercing; 
but he knew little of „the angel's floating pomp/' his mind was not filled with 
tBat sacred enthusiasm which is so palpable in the conceptions of Milton 
and Handel, and which bore them, as on seraphic pinions, to the very throne 
of Sublimity. It may be that Bbbthoven*s want of belief in theology gave to 
his Oratorio and his Masses that secular colouring which is observable in 
fhem; he is often both tragic and pathetic, as in his funeral marobes, the 
Overture to Coriolanus , and many passages in the music of Egmont und Fi- 
delio,«* there is true solemnity in the Introduction to the „Mount of Olives,'' 
and in the last chorus, ,,Hallelujah,'' there is such a glorious fire and intensity. 
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that )f Beethoven' eTer attained to the Sublime, it is in this instance. There 
are many who confoie the terms MagniBcent and Sublime , and who would 
therefore call the last movement of the C minor Symphony sidl>liibe ; the im- 
perfection of language makes it difficult to define these shades of distiDction, 
but the truth perhaps may be that there are two kinds of Sublimity, viz. the 
human and the superhuman ; the former will be found splendidly exemplified 
in Beethoven's song ,,in questa tomba," in the Adagio of his Septett, the 
Overture to Le<teore (No. 3) and the March, with Chorus, in the „Ruins of 
Athens.'^ The Sinfonia pastorale is perhaps the most perfect and the 
most genial of all his* works. — it is Nature set to music. The first movement 
of the Symphony in Cminor, of the Eroica, and of the choral Symphony, may 
well be styled inimitable, and surpass, in my opinion, the other movements 
of those Symphonies , which — together with the Pastorale — are the finest 
ever yet written. There is more sterling sfuff in these than in the Symphony 
in Ay in spite of its noble Andante; the others, viz. No. 4., S., 4., and 8., 
though rich. in beauties, are undoubtedly inferior — they display less energy, 
Tess spontaneity, and less poetry; the 4. and S. (in C andZ>) are also tincture 
ed with the style of Haydn and Mozart. 

Much might be said concerning the instrumenlatioii and the inner con* 
struction of these works , especially witti regard to Beethoven's frequent use 
of the Scherzo, and of variations upon the motive of the Andante, etc., which 
would not be entirely opt of place here ; but I never intended to enter into 
minute criticism , and every musician will form his ovim opinion upon these 
points. The judgment of ^e* Public is now but little influenced by any writ^ 
ten discussions , and follows its own bent. It is for 4he Artist to find out — 
for his own insthiction — why Beethoven's ninth Symphony is not such 
a favorite as several of the others ; why Fidelio is less poptflar than Don Gio- 
vanni or Der Preischiitz ; why ;,the Mount of Olives'* is for less generally 
admired than „the Creation ;" why the „Adelaide'' retains its power of at- 
traction undiminished ; and what is the subtle charm residing in Bbbtbover^s 
Symphonies, Concertos, and Sonatas; a charm that has, hitherto, placed them 
beyond successful competition. The latter question will, indeed, find a ready 
answer from those who are capable of cfistinguishing between genius atill 
talent , between innate grandeur of thought and strutting bombast ; between 
the estro dwino of the real bard, and the strained efibrts and dry lucubrations 
of the false one. 

BBinw>VBN's admiration of Cherubini's music decreased , very conside- 
rably, during the later years of his life, but he still entertained a partiality 
for^it which reminds one of Byron^s singular fondness for Pope, or Napoleon's 
preference of Ossian to Shakespere. 
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Bat for these and similar instances of a strange prepossessicm it would 
seem incredible that the fiery, imaginative, rule-contemning Bebthoven 
should have felt much sympathy with the cold, correct, unimpassioned, thougji 
often gracefml effusions of Cherubini. 

Bbethovbn belonged to that primitive class of great German Composers 
which is now nearly extinct; he led the life of a real Artist, disdaining to 
accelerate his fame by intrigue , flattery, and backstair influence , — forming 
no clique of prejudiced admirers, bound by oath to the vilnperation of all 
rivals, — preferring solitude to notoriety, shrinking even from public ho* 
mage, — aiming at future immortality rather than present celebrity; — and 
above all , drawing his inspiration from his own abundant fancy instead of 
borrowing the thoughts of his predecessors, or endeavouring to hide poverty 
of invention under the mantle of pedantry. Beethoven's learning was not so 
great as to oppress him, nor did he use it as a make-shift. He had no stereo- 
typed forms and phrases, no excessive mannerism, no affectation. The display 
of his executive skilly as a Pianist^ was confined to that early period of his 
career when necessity compelled him to use this means of acquiring reputa- 
tion ; as soon as it was possible for him to do so he appeared no more in 
that capacity. The plaudits of a saloon or a theatre were of small value in his 
eyes , for he had no vanity. He was often obliged to compose variations and 
such like fashionable pieces, because the pobUshers offered him hi^er prices 
for them than for great works ; but he wrote those bagatelles with great ra- 
pidity, and only when he was in want of money — a case which the extravagance 
of his nephew (to whom he could deny nothing), as well as the depredations 
to which his carelessness exposed him , rendered somewhat frequent. 

His life was devoted to Art, but he was too proud and had too much 
self-respeet to seek the worldly advantages of fame by the tricks and calcu- 
lations of the charlatan. Of this noble stamp were all great Artists and Poets, 
and so will they ever be. In spite of the somewhat ostentatious funeral hon- 
ovs which the Viennese accorded to Bbbthovbh ^ it is an undoubted fact 
that they attempted, in that way, to atone for much previous neglect; had it 
not been for the generosity of the three noble persons who gave him his pen- 
sion, he would often have suffered actual want. Some of his letters transla- 
ted in tills volume appear to have been carefully selected on account of their 
alluding to some pecuniary transactions with his publishers , and one of the 
dialogues suggests the same idea. But I have heard a different story firom 
some of his personal friends, and know that, besides the precarious nature 
of all remuneration for works of Art, Bbbthovbn received, upon the whole, 
very inadequate reward for his labours. It was only during the last two or 
three yean of his life that he could be said to have been well paid. No 
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German or foreign Prince thought it necessary to give him an order, and in 
this point he resembled G. M. ▼. Wbbbr, who received no decoration, while 
his colleague at Dresden , the MaHtre de chapelle Moflacchi , rejoiced in the 
title ofChevafier! BBETHOvBNwas not even presented with a doctor's diploma I 
certainly he had little need of such a title, and would very probably have 
refused it, but it is remarkable that no German University (the one, for in- 
stance , which converted the Pianist Herr Fbanz Liszt into Dr. Pbars Liszt 1} 
should have hftd the grace to offer the title to Bbbthovbn ; — and so he 
remained, without any handle to his name , simply LldWIg Til BddtkOTill 

This great Composer was at one time totally neglected , and his very 
existence almost forgotten, while Rossini was the theme of every tongue and 
his music resounded in every house at Vienna 1 

Such is the discernment of the .world in general; Bononcini, Pigcdii, 
Salibhi, Rossini, and Sportini could all boast, with perfect truth, that they 
were once preferred to Handbl, Gluce, Mozabt, Bbbthovbn, and Wbbbb. But 
time makes the crooked straight , and recx>ncile8 all inconsistencies. 

In the year 4 83 5 a meeting was held of the respectable citizens of Bonn, 
to consult about erecting a pubUc monument to their illustrious countryman. 
Principal members of the Committee were Professor A. W. von ScBUieBL, 
Professor BiBiDBNSTBm and Waltbbb, and Count Fubhstbnbbbg-^Stavmbbiii ; 
the learned Sghlbobl was elected President , but soon resigned the office, 
which was then accepted by Pvof. Brbidbnstbin. 

A subscription for the expenses of the monument found a ready re* 
sponse ; a Commission of connoisseurs was appointed to decide upon one of 
the many models sent in for approbation ; that of the sculptor M. Habhnbl in 
Dresden was fixed upon, at the price of 1 0,640 dollars (about t600£). 

The entire monument, (which stands in the Minster-Sqfvare at Bonn) the 
statue of Bbbthovbn (an admirable likeness) , the pedestal , and the beautiful 
Basreliefs, were cast in bronze by the famous Buroscrmibt, in Nurembeiig, 
who executed the fine statue of „Albrecht Diirer'' in that city , and also ike 
colossal „Bavaria" at Munich. 

It was detennined to celebrate the inauguration of the Beethoven-monu- 
ment by a grand Festival of three days* duration, viz. the 10. it. and iS. of 
August 1845. The concourse of visitors was immense, and amongst Ibem 
were many of the leading artistic and literary celebrities of the day. Her Ma- 
jesty Queen Victoria and her illustrious Consort Prince Albert, His Majesty 
Frederick William IV. , King of Prussia, and the Queen of Prussia , the Prinoe 
of Prussia, the Archduke Frederick of Austria, the Duke of Anhalt-Kdihen, 
the Earl of Westmorekind, etc. etc. honoured the ceremony with lh<lr pre- 
sence. The musical performances consisted of three grand Concerts, in which 
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were given (with a very powerful and excellent Orchestra and Chorus) the 
following worics of Bebthovbn: The Mass in C, the ninth Symphony, the 
Mass in D (conducted by Dr. Louis Spohr), the Symphony in Cminar, the 
Pianoforte-Concerto in E\^, the Introduction (or Overture) and two of the 
vocal pieces from „the Mount of Olives," the Overture to Coriolanus, the 
canon from FideliO; the string- Quartett InE]^, the second Finale from Fidelio, 
the ,,Adelaide/' and the immortal Overliire to Egmont. A grand banquet and 
a brilliant illumination of the town concluded this memorable festivity. 

The Monument is in every respect a firstrate work of art, and not un- 
worthy to bear the name of Bebthovkn : 

Who 80 sepulchred in such pomp doth lie, 
That kings for such a tomb would wish to die. 

H. B. P. 









The Hymns: 
^^Mlserere^S j^Amjplius^S 9,Libera^S 

sung at 

BEETHOYEN'S FUNERAL, 

on the 29. March 4 827. 
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afe =^^= 



^^=tf 



^-j-H f^ f ^ I - r J 



ss 



dum 
den 



mag - nam mi - se-ri - cor-di - am, mi- 
and Hort der Ver - las-se - nen, da 
^ ^ J? 



^i."i, - f \ rTH^^-=^^ ^ 






SB - eundummagnammi - m - n' - cor-di - am, wi- 
du Born der Durstenden , der Ver - las - se-nen » du 



^ 



^r L^TT^"!^ 1^^ 



s^ 



^4j 



g 



* 



( 1 « = 2 — ^ — 5- 



s^ 



s 



=f=^ 



szr3 



1^ ^ r f- |-^r £} ^-f^? ["r f^ p? 



*« - ri - cor-di-om, mi- se - ri - cor-di-am tu - om, 
bist des Mit-leids Quell, des Mit-Ieids ein-zi-ge Quel - le, 




^^ 



se - ri - cor ^di- am^ mi - se ^ ri - cor-di-am tt« - am, 
bist des Mit-Ieids Quell , des MlMeidi ein-zi-ge Quel - le, 



-^- 



-zazizsL 



-tf>- 



^^ 



-m—m 



S 



se - ri - cor-di - am, mi - se - ri - cor-di-am tu - am, 
bist des MitHeids Quell , des Mitr-leidB ein-zi-ge Ouel - le, 



'^\\ J J I J q 



J J J I J'>> 



tf^ g 



12^ 



se - ri - cor-di-am, mi - se - ri - cor-di-am fn^ - am, 
bist des Mit-leids Quell, des Mit-leids ein-zi-ge Quel - le, 



¥'" H 



i 



a 



SS^^ _=:*^ m 



^^ 



^^ 



:^ 



is»- 



3c: 



^ ' I ' rr r ' ^ "=^rf^ 
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a^^z^tzzg^Ti^ l - -HHnJig 



^ a. 



mi-se ' re-re me-i, De - us , mi-se - re- re 
ach,er-barme dich, mein Sch5 - pfer , ach, er - barme 



^fe^^^ I - i^^nrn' r i " ^^ 



mi-se - re-re me-i, De - us, 
ach,er-barme dich, mein Schtt - pfer, 



m -r^ i r r-jg 



feS 



JL^ 



BFM-- laU-L 



mi-se-re -re me - i^ De ^ us^ 

ach, er - bar-me dicb, mein Sch<i - pfer, 



mi-se- 
acb, er- 



m 



E^ 



^ 



m 



mir^e - re-re me-i De - us, 
ach erbarme dich, mein ScbO - pfer, 



I 



s^^ 



fw^^^. 



-JStL 



f ' 



P ¥^ 



^ g> I -3- 



=1= 



^ 



"32 ^tr 

i r 



^* 



^ 



'^^^ 



.OL. 



fr-r-rn^c ^ 



^=:t 



I 



till 



fiw - 1 «« - cun-dum maflr - nam mi - se - ri - cor-di-am 

dich, Vater, ach, er - bar-me dich, des Mit-leids ein-zi-ge 



ifc^ 



g p ^z jLplTTT~r[ -t H H^ 



^^ 



mi - se - re - re , mi -se - ri - cor-<U-am 

ach, er-bar-me dich, des Mitleids ein-zi-ge 



^ 



^s 



g^ig^g 



m 



re -.r« ww - 1 »e - cun - dum 
bar-me dich, un-ser Va - ter, 



jni - se- ri - cor - di-am 
des Mit-Ields eiQ-zi-f[e 



I Nte^i 



^ 



i-r r r.um 



a:=z2: 



mi-w - re -re 
ach, er - bar-me. 



me - f , 
Va - ter, dich, 



mi- se - ri - cor-di - am 
des Mit-leids ein-zi-ge 



H;'f l iiJ^V^/lt l -.W 



' JJiJi IJJ 



-tf^ 



^ 



86' 
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tc 



(m^z^ 



^ ^ If {^. \ ^ r 



tu 
Quel 



am, — 

le, - 



— 86 

— er 



cun - dum mag- nam 
bar - me dich, ei^ 



l^p 



tE^4 ^^=P^ 



tu - am, se 
Quel - le, ach, er 



cun 
bar 



dttfit mag 
me dich , 



nam 
er- 



m 



^pg 



S 



fe 



Quel 



am, <0 - cun 
le, acb, er - bar 



dum mag - nam, mag-nam 
me dich , er - bar - me 



m 



b^^ ii^^g 



m 



13?.: 



tu - am, — 

Quel - le, — 



— se 

— er 



cun - dum mag-nam 
bar - me dich, er- 



I 



B: 






■*-^ 



S 



^^ 



ft 



^^WTf 



■ mK ^ r_c-ffc^r r \\ g^ 



m< - *c - rt - cor - di- am tu ~ am! 
bar - me dich, gii - ti - ger Va - terJ 



w^ r r r rr-r-rtt=tM 



mi ' se -ri - cor - di -am tu - ami 
bar - me dich, gii - li - ger Va - terl 



S 



ft M B. 1 f^f 0. 



m 



^ 



m 



mi ' te ' ri - cor - di - am tu - ami 
dich un - ser, gu - ti - ger Va - ter! 



^^ = ^^ J I J J J I J 



& 



U 



mi - se -ri - cor - di -am tu - ami 
bar - me dich, gii - ti - ger Va - ter ! 



m 



=!§; 



=zz 



pp 



M 



ZSL 



f 
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A m p 1 i n fl. 

Poco sostenuto. 



Tenore 1" 



Tenore 2^ 



Basso l"*"" 



Basso 2<i» 



#fe^ 



^ 



rr r i M^- p-p-P-r- 



do/c. Am-^li-us la- va me a6 j-ni- gut -to - U 
Rei - Di-ge, Ya-ler mich,niinm von mir dioSchuld der 



gf r rrTr--^"fn~^^=s ^ 



Am-pli-us la - va me ab i - ni - qui-ta - te 
Rei-ni-ge, Va-termich,nimm von mirdieSchuIdder 



^bV^ r^r-(^^f=f^^^^ ^ 



Am-pli -us la -va me ab i - ni - qui -ta- te 
Rei - ni - ge, Va-ter mich,nimin von mir dieSchuld der 



ggl J. J ^ jjT^ ^^-^-^^^ 



Piaaofbrto. 



Am-pU-us la-vame ab i - ni - gut-to - te 
Rei -ni - ge, Va-ter mich,niinm von mir dieScbuld der 



I 



te 



& 



dole. 



■r 



m sAi i '\ii ^ ^ 




^\ \ , \^- | - p:jz^ _ I r r r-jr-f' - ^r ^ y^ ^=\ 



m^ 



^ 



me - a 
Sun - de, 



et a pec - ca-to 
dasskei-ne Un-bill 



me-o 
la-ste 



mun-da 
mclir auf 



f:|-^H^I ^ ^ (^ 4 ^^^F- ^ 



=^ 



me - a 
SiJn - de, 



et a pec - ca-to 
dass kei - ne Un-bill 



me-o 
la-ste 



mun-da 
mehr auf 



^^^g^^ E|j^j^-qi^ ^ L| : ^-|!j ^± g ^ ^ 



me - a 
Siin - de, 



et a pec - ca-to 
dass kei-ne Un-bill 



me-o mun - da 
la - sle mebr auf 



T ^ '^^A tj T'-t ^ 



^S^sn- 



me - a 
Suu - de, 



et a pec - ca-to 
dasskei-ne Un-bill 



me-o 
la-ste 



munda 
mebr auf 




^^ 



t ^ ^. :? 



^ I ^ ^" ^ 



6S 



^ 
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( ^^^^.=....=4^ i ^r f 



^ 



cbfe 



me 
mir, 



et a pec • 
von je-der 



ca - to, a pec ■ 
Siin-de, je-der 



ca 
Un 



to 
bill 



g^^^^^g^^^j^ 



It 



:t 



4n« 
mir, 



et a pec 
von je-der 



nfrrtigf^ y 



ca - to, a pec - 
Siin-de, je-der 



g^ j^gg 



fS Q 



ca - to 
IJn - bill 
/ 



^^ 



WW 0f a pec-ca-to, pec-ca-to me-o, 
mir, von je-der Siin-de und je-der Un-bill, 



pec'CO'to 
von SOndea 



^ ^ n!t3M \ ^ j • l-« ii 



fiM e< a pec-ca - to, pec-ca-to 
mir, von je-der Sttnde und jeder 



flW-O, 

Uu-bill, 



pec-ca-to 
vonSUnden 
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Tenore 1«™» 



Teaoro 2<>« 



Basso l"'** 



Basso 2'^'* 



Libera 

(sung during tlie benediction of the corpse). 

(Composed by Sey fried.) 
_e JP_ ^^ 



"I'lr^fff rirf^-fffH-rrif^ 



^& 



Li'bera me, Domine, H-bera de morte M-ter 
P fp " ^ 



^^^^^^B^^^ 



■^- 



Li'bera me, Domine, U-bera de morte ae-ter - - 
J? & ^ ^ 






Li-bera me, Domine, li^bera de morte ae-ter - 
_2 tE_ 



m-iirtr rffi^l J, IT n(^-f^ 



iffii 



Li-bera m0, Domine, li-bera de morte ae-ter 



m^jk^nr r^ Ff^=^ 



^ — ^ 



■^ 



na in di - e il - la tre - men - da, 91 



coe-U mo- 



k^ ^^^jj^ ^ -^fjTTT^T^ ^ f 1 ^^ 



ma in di - e il - la tre - men - da, quando coe-U mo- 



y.^ f. i-t-\TXi\r r r| " | " n r r\rr r 



na in di - e U - la ire - amm - da, quamdo coe-U mo- 



^i^i!^g4f-=f^^^ 



-^- 



PMT^^ 



na in di - e il - la tre - mm - da, ftiondo coe-U m»- 
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W 



^ 



7E=Z 



mf 



i=^r I r r F 



ven-di sunt et ter 



m 



r-r. 



ra, dum ve-ne-ris 



^^ ^^^fr^ 



i70ti-d« sunt et ter 

1^ 



T rrmjp ^^ 



zzcz 



dum ve-ne-ris 



mf 



^m 



vendi sttnt et ter 



ra, 



dum ve - ne-rif 



m 



^ ^— ir ^y fi 



-JTTT 



'&. 



vendi stmt et ter 



ra, 



dum ve^ne-ris 



' m\-r r T-ft-g^r \ ^ r rrjt:^^ \ fH^r 



ju-di~ca-re «i«-a*-Jtim, ju-di-ca-re sae-culumper ig 



m 



f^f^HH^-ffl^rFf 



4: 



jU'di-ea-re sae-cu'lumf ju-di-ca-re sae^culumper ig 



#-#-!•■ 



r i rrf i rrrr+R^HH^ 



s 



Ju-di-ca-re tae-cu-lum, Ju-di-ca-re sae-ctdumper ig 



l^nrr \TZJWj j j 



r^ I I - 



■tnj—^ #-La 



y»-di-co-r# «a«-c«t-Ittm, ju-di-ea-re tae-eulum per ig 



' u " ii'^ri'^r p r I f <^ I r P TM^ ^ ^^ 



n«m. Tremens fac-tus sum e - go et ti-me-o dum^cus-si-o 



w 



fj fs zinrg 



rffi^mmin^ 



E£ 



fiem. rrvmeiw fac-tus sum e^go et ti-me-o dum discus^-o 



ijy^ii r r I r'~g r r r-lgtmr r r P 



fimi. 7r0in0tM fac-tus sum e-go et ti-me-o dum discus*- si -o 



n«m. TrMiieitf /bc-fM mm e-go et ti-me-o dum discus-si -o 
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«tt 



( p \ f Y g f 



rg * 



3S 



%£ 



S^^ 



w -ne-fitt (i<-gt(0 vw - tu - ra » 



ra. Quando 



m 



r-f.r\ J n\ ^^^r-^\ - ^^i^t^r m 



ve - neurit at-que ven - tu - ra i 



^yr-g r ix-TZPr- fU 



ra, Quando 



^g 



w-fw-rtt a(-gfi« veti - (u - ra « - ra. Qwoido 



P'b J> JJInJ jrzi 



^^- Jl J^^^^ 



E^ 



ve-w-rtt af-gue vetr- ttt - ra < 



te 



ra, Qwindo 



EEH r r r f | v— |-r-«^ 1 ^ If^ 



CO© - M rM- veu-di sunt et tor 



m 



ra. IH' es 



^M:^=f=^=^C== flT^I^Ji dJ4 ^ ^ 



coe-li mo ' ven -di sunt et ter 



^feS^?^ 



3= 



ra. Di - « 



1^^ 



S 



C06-W mo-van-di «*n< et ter 



ra. Di ' es 



b r r r l ^=f=t ^ \ " l "^3 ^ 



-^-^ 



coe-U mo- ven-di sunt et ter 



ra. Di - es 



( p \ , rfi\r r=rCz:rTf^H^==fe#^:^^^^ 



•7 - la, di ' es » - rae, ca-la-mi - ta- tis et mi- 



m^\^ f-^ ttf-^ F=JffI:^^Jf^ ^ 



U'la, di' es 



i - rae, ca - to - mt - to - *m et mi- 



^^^^^ r r i I r r jlj.^ ^ 



il-to« <U-M <-rae, 



3 



-ea - to - mi - to - <b «< fnt- 
JE 



<l-to, dl-M I- roe, ca - to -mi - to - W« «< m#- 
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u r ^'W'ki - I r r V~^^\^ r 



se ' n - ae, 



dj - es mag-na. 



mag-na 



w-f— ^c fji^r]k^ - I .^ r Wt ^ 



^ 



»« - n - (w, 



S^ 



di - e$ mag~na, 



mag-na 



!x.^ ;ax-q ^ - I r r I P^^f^ s 



^Ef 



w - n' - ae, 



di - M mag-na, mag-na 



yfr^fq^f l r f+f-T-Hp— ^^ 



s«' - ri - M di - w, a - «s mag - na, mag - na 



' p ^ " f~F\ r r*^ I T " ^ '° — '"' ^ ' " ^ 



^ nrm 



± 



di-M et a - ma^ra val - de. dum ve^ne-ris 



gt^^ P-^I^ ;^ 



^^rt=F^^£ 



221 



di-w e< a - ma-ra val - d$, dum ve-ne-ris 



^rMT^^t^H^ 1 r-^Ff^-^^-^f^ 



di - ei et a - ma.- ra val 



m^ 



de, dum v&-^ie-ns 



^^n^ 



fe^ 



-^ 



tc± 



-#=^ 



-^-' 



di - es et a - ma-ra val - de, dum ve-ne-ris 



m±ij. } i^g-r I ^ r r-Ftf^T-gcpdp 



ju-di-ea-re tae-cu-lum, ju-di-ca-re sae-cu-lum per ig - 



m 



^grf^pjzgizgE^rrrTiihnci:^ 



ju-di-ca-re sae-<M-lum, ju-di-ca-re sae-cu-lum per ig 



C\' M M M M \ M, M J T-X 



^=^r-nrn^ 



ju-di-ca-re *sae-cu-lum, ju^di-ca-re sae-cu-lum per ig - 



^^zzpr ^^ B TT TJTITJ- j-=7rTfrp 



ju-di-ca-re sae-cu-lum, ju-di-ca-re sae-cih-lum per ig - 
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- pi; " if -ifT^- r r rK' ''^ 1^ ^^ If^ 



Ae - 9mem w-tw - warn 6/0 -nn, do-na 



^ 



i .; I.J> J^J J|rj r i-n^:^ ^ 



-tf>- 



ti^ni. jR0 



giiiem ae - ter - nam do-na, do-na 



^^ 



:?E=?E 



r r I ^ L4 . ' I ?^ 



fifm. il6 

P 



quiefn ae - ter - nam do-na, do-na 



J aJ I ^^-^^ 



m 



Ttt-j 



^ 



W 



nem. R^ - qurnn ae-ter- nam do - na, do -na 



( p i ^r- r|r^-r..r - tH -^^a^;^^ 



--p=p=p 



e ' is Do-mi-ne, et lux per-pe-tu-a, et lux per- 



w 



^ ' j i I f^Jt^'^ M =ti^ ^' P I* M t^=^=^ 



e " is Do~mi~ne. et luxper-pe-tu-a, et lux per- 



"^yflr^ | <^7ruu> r F^^^p^f^ P^ 



e - to i)o-m<-ne. «l luoJiw-pe-fw-a, et lux per- 



'Hr fi r-ji, 4M-jjj i j,CjF^ ^ 



ft Do-mi-nn, 



Ak-d-t^riir r ^^^ 



et /iw?jw-p0-(tt-a, eX lua^ per- 



E^^ 



f^Ff=F 



pe - tu-a lu-ce-at e-is, et lux per - pe-tu-a 



UTf r r i \ -cu-^£^ , \ j .i \ ^m 



pe ' tu-a lu' ce-at e-is, et lux per - pe -tu - a 



^j^:. r 1 |f rd!qic=u^4^-p^ ^^ 



1)0 - fi»-a 2u-c0-at - ij, et lux per - p0 - lu - a 



\>\if':ft1^mtnii) \ H} M-^'iJ 



p«-<tt - a /tt - C0* a( ^' is, et lux per - pe- tu - a 
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U-be-ra de mor-te te - ter 



na in di - e il - la tre- 



PE 



fe^ 



-#^-# 



3EZ3 



lai 




men- da f quando coe-U mo-ven-di sunt et ter 



m 



r r I r r-^^fX-^i^ fi^^f 



men - da, quando coe - U mo-ven-di sunt et ter 



^FHfcp 



^ 




men - da, quando eoe-U m4hven-di sunt et ter 
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r i ii ai. " I - r I r T ^^ r M^^'g r\^rrr 



ra, 



dum w-wd-rto Jwdi-ca-re sae-cu-lumf Ju-di-ca-re 



Wl 



^r I - YM rp r jj^f-^MHH=g"T r r r r 



ra, 



dwn ve-ne-ris Ju-di-ca-re sae-cu-lum, ju-di^ca-re 



^ 



g.-J— A 



iiI^i^-^^tid^ 



zcxza=jE=p[ 



E 



ra, 



dt4ifi v«-fie-rit jii-di-co-r* sae-cu-lum, ju-di-ca-re 



r r r I r rHH4^"^ I ^j aj 



l^^ 



ra, 



dum ve-ne-ris Ju-di-ca-re sae-^u-lum, ju-di -co-re 



Ai; r g 



-ihft^ 



*=t 



M« - CH - ittm p«r <jr 



n«m. 



M^^-n' 



fOa - Ctt - f IMIl JMT <^ 



Ms. M 



^ 



?5EII 



f a« - ctt - (iMii per ig 



Ji^ J- J 



> f" 



«a« - cii - ium per ig 



netn. 



netn. 



CHORAL-MELODY 

by 

L. V. BEETHOVEN, 

sung over the Composer^s grave, . 
Marcha9. 48t8. 
(The poetry hy Fraoz Gnllparzer.) 



Poco Adagio. 



Tenore l""* 



Tenore 2^<> 



Basso l"o 



Basso ^"^ 



A^r r I r-jL^;jjj^^4-£^ 



pB^ 



^f iiirn""n^^ 



Plaaofbrta. 



w 



dole. Du, dem die im Le - ben 



^^^ 



-^^ 



4=^ 



RuhsUtt 



do/c. Du, dem nie im Le - bea Rubstalt 



ben 



Ruhstati 



dole, "bu, dem nie im Le 



dok. Du, dem nie im Le - ben 



RnhstaU 



^ i^-ii^jff- 



3^ 



^ 



SB 



it'p r' r 



e 



^^ 



^ 



-«- 



=s; 
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^ f i rT|i'-t-= 



- f f 



ward, und Herd und Hans. 



Rahe 



m 



m 



£=N^ 



=^ 



ward, und Herd and Haus. 



Rube nun, rube 



^ 



-^- 



f'= n^ ^^ 



ZZJE 



ward, und Herd und Haus. 



Ruhe nun im Grab, rube 



gJjTTJ.J I J> iH^ ifc^N¥=^^^^^4F #H-f^ 



ward, und Herd und Haus. Rube nun im stil-len Grab, rube 



^',^^ \tj 



^ 



i 



,-iU'^VJ> 



m 



i^ 



I : ^ ^ I P r I i fr^J4l^UJtit^ 



^^ 



W 



^ "^ f^ • f 



? g p za. 



£^M^ 



nun im To -de aus, still im Gra-be aus; 
.EEL. 



und wenn 
mf 



hr^X \K' r ft^r I r '^^it^ i r < - izu 



nun im To -de aos, im stil-len Gra-be aus; — 



^i^^^^ ^|:f^r|r"f | fi-1r 



und wenn 



nun im To^de, 



im stl! - len 
PP 



Gra-be aus; — 



und wenn 
mf 



'A I'^ i r )\w: lJiJli>J-,i l ,i< ^^^ 



nun im To -de aus, still im Gra-be aus; 



und wenn 



•/ ^^ itfS ^1^ g- ^^ ^ T^^^ ^^« "^ ^ ' bSr* ▼ 



s 



iW W .M .JrJ ■' . ■'■ ■ l | J> | . i- ^ 



{r ip ]^\^., \ I = 



rr 
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m 
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P 



nrr ,1^ 



3^ 



Freandes Kla 



m 



Freoades Klage, 
JL 



Freandes 






^ 



a =^=g^=^g 



S 



Freundes Kla - ge, Freundes ipage, Preundes 



f I r i - i-F^^f^n'^r^ 



Freundes Kla 



ge. 



Freundes Klage, 



Freundes 
/ 



ffl^;g Eg;;a T« ' I f f J a^s^^ ^ 



Freundes Kla 



ge, 



Freundes Klage , 



Freandes 



^^^^m 



¥ 







r 



ss^^ 



i^ 



-^- 



Fr'T 



F 



i 



1)1 r r _-HKA^iir^^^ | g_i''|^ iT' ^t^ 



s^ 



Klage reicht U - ber's Grab hi nans , horch eig'-nen Sangs 



^^ 



^^^^Fi^F^^M^ rrn? ^ - 



< 



Klage 
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EXPLANATION OF THE ENGRAVINGS. 



i) The house al Bonn in which L. v. Beethoven was born, situated in 
the Rhine-street. Another house is' sometimes pointed out, but there is no 
doubt (bat the one shewn in the engraving is (he real one. 

2) An Originai sketch of the ^Adelaide/' facsimile. 

3) Facsimile of a letter in Bee(hoven*s handwri(ing. 

4) View of (he house called the Schwarzspanier house, in (he Alser 
suburb of Vienna; it was formsrly a mona5:tci7, and is situated at tlie corner 
of the Wfihringer-slreet and another which has now for some years beeu 
called the Beethoven -street. The house is very large and used to be inhabited 
by a number of dificrent families; it is n6w a barrack^ and there is a report 
current that it will soon be pulled down. The room in which Beethoven died, 
and at the window of which he often used to stand , is distinguished by a 
cross. This being (he only picture of the house extant^ it will exci(e peculiar 
interest. 

5) Copies of the medals struck in honour of Beethoven. 

6) Beethoven*s tomb in the churchyard of WShring , near Vienna ; close 
to it is the grave, and simple monumental (ablet, of the Composer Franz Schu- 
bert, and also that of Goelhe^s only granddaughter. Alma von Goethe, who 
died in her eighteenth year. Beethoven*s tomb is of dark*-grey marble , the 
btitterfly, lyre , and name are gilt ; an alder-tree covers the grave-stone , and 
the burial-ground is so thickly planted with flowers and shrubs as to re- 
semble a garden. 
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L VAN BEETHOVEN'S WORKS, 

numbered flrom Op« I. to Op. 138« 



Op. 1. nrel Trloe (Esdur, Gdur, C moll), flir Planoforle, Violloe a. Violooc. 
{Dem FUrsten LicHnoivski gewidntet.) DIeselben in Partllur mit SUinmen. 
A r rang. Fur das Pianoforte zu 4 Hfladen v. fV: Schneider, 
Fiir das Pianoforte allein v. Lobe. 
Ebenso arr. v- Winkier, 
Trio No. i • Fiir 2 Violinen, S Bratschen and Violoncell. 

- 2- Ebenso (mit op. 87). 

- 8. Ebenso [mit op. 404). 

Op. 2. Href Sooaten (FmoU, A dnr , Cdur), fOr das Piaooforte. (L Haydn 
gewidmet.) 
A r rang. Fttr 9 Violinen, Brataefae und Violoncell v. A, Brand, 
Fiir das Pianoforte zu 4 Hfinden v. I, F. Schwencke, 
Adagio aus No. 4 . mit Worten (Die Ktege : Ifein Gltick ist entflohen) anter- 

legt V. F. W. 
Allegro aus No. 4 . mit Worten (Sehnsucht v. Scbiller; v. SUcher. 
' Adagio aus No. 9. mit Worten (Schao ich in's Auge ibr) v. SUcher. 
Largo aus No. 9. fiir das Orchester v* Sey fried. 
Adagio aus No. 8. fUr das Orchester v. Seyfried, 
Allegretto aus No. 8. mit Worten (Wiedersehen) v. Silch&r. 

Op. 8* Oraeeee Trl9 (Esdor), fiir Violloe, Bratsche and Violoncell. Das- 
selbe in Partltar. 
A rra n g. Fiir Piaooforte und Violoncell (mit op. 64) . 
Fiir das Pianoforte zu 4 Httnden v. Stegmann, 
. Fiir das Pianoforte zu 9 Hflnden v. I. Winkler, 
Die 2 Menaetten daraus fiir das Pianoforte zu 4 Uttnden. 

Op. 4. #ailii<eit(Bsdar), fQr^Vlollnen, 2 Bratschen und Violoncell. Dasselbe 
ta Partllur. 
A r rang. Als Octett (Original] fUr 2 Gtarinetten, 2 Oboen, 2 H5rner, und 2 Fagotte. 
(Oeuvre posthume.) SiebeOp. 4 08. 
Fiir das Pianoforte za Httnden v. /. P. Schmidt. 
Ebenso v. Klage. 

Fur das Pianoforte v. L. Wi$Mer, 

Rondo darnach (Esdur) fiir das Pianoforte 2u 4 Hfinden v. Horr. 
Sonate darnach (Esdur) fur Piaooforte, Violine und Violoncell (m. op. 68). 

Op. 5. Bwel in*oeee Sonaten (Fdnr , G moll) , fllr Pianoforte und Violon- 
cell (Oder VIollne). (Friedrich WUhelm II, ^ Kdnigvon Preussen gewidmet.) 
Arrang. FUf 2 Violinen, Bratsche und 2 Violoncelle v. F, Riet, 
Ftir das Pianoforte zu 4 Httnden. 
Fiir das Pianoforte allein v. L. Winkler. 
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Op. 6. Ijelelite Senate (Ddar), fQr das Pianoforte znA HlDden. 

A rr a a"g. Fur Pianoforte uod Fldte (oder Violine} v. Burchard. 
Fur das Piaooforte allein v. L. Winkler. 
Rondo daraus fUr das Pianoforte allein. 

Op. 7. Ore«00 Senate (Esdur) , fUr das Pianoforte. (Babette de Keglevks 

geu)idm€t.) , 

A r rang. Largo daraus mit Worten (Tagweric ist vollbracht) f&r 4 Singstimme 
mit Begleitung des Pianoforte. 

Op. 8. Serenede (Ddnr), f. Violine, Bratneke a. Violonc. Diesdbe lo ParUror 
Arrang. FUr Gaitarra, Violine und Bratscbe f, McAiegka, 
Fiir Pianoforte und Violine (oder Y\6ie) v. A. Brand. 
Fiir das Pianoforte allein v. L. Wmkler. 
Polonaise daraus Ar dae Pianofarte in 4 HUnden. - 
Dieselbe fur i Violinen. 
Das Variationenthema als Lied v. C. P. mit Begleit. des Pianof. (Sanft wie 

die FrUhlingssonne strahlt.) 
Das Trio derMenuett als Lied v. C.P. mit Begleit. des Pianof. (Gott Amor 

und Bacclius). 

Op. Q. Bret Triee (G dnr, D dnr, G moll), far Violine^ Bratsclie und VlokracelL 
[Dem Grafm wm Brotvne gewidmet.) Dieselben in Partitur. 
Arrang. 8 grosse Trios fUr Pianoforte, Violine uud Violoncell (m. op^ 64). 
FUr das Pianoforte zu 4 Hllnden v. Stegmann. 
FUr das Pianoforte allein v. L. WinkUr^ 
8 Sonaten tUr das Pianoforte v. Heilmonn. 
No. 4 . als Sonata fUr Pianoforte und Violine. 
No. 4 . als Sonata fUr Pianoforte allein (m. op. 48). 
No. i. als Sooate fUr Pianoforte und Violine v. F. JIttAlM. 

Op. 10. Bret Seneten. (C mollf Fdur^ Ddar), IDr das Planolnrte. [Der Gra- 
fln von Browne gewidmet.) 
Arrang. FUr das Pianoforte cu 4 Uttoden v. /. F. Sekwen(^. 
No. 4 . FUr 2 Violinen, Bratscbe und Violoncell v. A. 
Adagio daraus fUr Violoncell und Pianoforte v. Burchard. 
Adagio daraus als Lied {Das iat der Tag des tterrn) ftir eine JSingst. mU 

Begleit. des Pianof. v. iHUmer. 
Agnus Dei darnach fUr Orchester und Singstimmen v. G. M. Mierey. 
No. i. FUr % Violinen, Bratsohe und Violonoeil v. A. Brand. 
No. 8. FUr S Violinen, Bratscbe und Violoncell v. F. Bies. 
Largo daraus mit Worlen (Dein Auge weiss etc.) fUr 4 Singst. mit Begleit. 

des Pianof. 
Menuett daraus fur % Violinen, Bratscbe und Violoncell. 
Dieselbe fUr S Violinen, Bratscbe, Bass, Fldte S Oboen (oder i aarlDetteo), 

i Dtfrner und Fagott v. Baldenecker. 

Op. 11. CSreseee THe. (Bdar), fflr Pianoforte, aarinelte (oder ViolloeJ ofld 
Violoncell. [Der GrUfin von Thum gewidmet.) 
Arrang. FUr S Violinen, % Bratscban uod Violoncell. 
Fur das Pianoforte zu 4 Htfnden v- F. Sdmeider^ 
FUr das Pianoforte allein v. /. C. Lobe. 
Ebenso v. X. Wmkler. 

Op. 12. BreiSeneten (Ddur, Adur, Bsdar), fOr Flanoforte und Viollse. 

[F. A. Sdiieri gewidmet.) 
A r ra ng- FUr 9 Violinen, Bratscbe und Violoncell. 
Fur Pianoforte und Fldte y. L. Prouit. 
FUr das PiaooCorto zu 4 HUnden. 
FUr das Pianoforte allein v. X< WiMer. 

Andante aus No. % mit Worten (Mir bewabrt Dein Busep etc.) fUr 4 Sings^. 
mit Begleitung des Pianoforte. 
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Andante aus No. 3 fur d. Orch. v. Sey fried. 
Rondo aus No. % ebenso von demselben. 
Adagio aus No. 8 ebenso von dtmselben. 

Op. 18. SoiiAte (pathetiquc, CrooU] fiirdas Pianoforte^ (De^nFuntenLkhnowsky 
gewidmet.) 
Arrang. Fur neunstimmige Harmonie. 

Fur 2 Violinen, 3 Bratschen und Violoncell. 

Filr 3 Vtolinen, Brelsche und Violoncell v. BlumetUkaH. 

Fur 3 Violinen v. F. Harlmann. 

Fiir das Pianoforte za 4 HSnden v. C. G. Lickl. 

Ebenso V. Fr. Mocktvitz, 

Fiir das Pianoforte allein mit Applicatur v. C. Czcmy, ■ 

Ebenso mit Fingersatz v. C. W GreuUch. 

Adagio daraus mit unterlegtem Text (Das Auge der Gelieblen etc.) v. Silcher. 

Op. 14- Zwel Soiiateii (Edur, Gdur), fflr das Planoforle. (Dem Baron von 
Braun gewidmet.) 
Arrang. Fiir das Pianoforte zii-4 Httnden. 

No. i . FUr i Violinen, Bratsche und Violoncell. 

No. 3. Fttr 3 Violinen, Bratsche und ViolonoelU 

No. 3. Fiir 3 Violinen v. F. Hartmann. 

Allegretto aus No. 4 . fUr Orchester (z'ehnstimmife) v. Baldenecker. 

Op. 15. Erstes Concert (Cd UP), fUr das Pianoforte mit Bt-gl. des Orclieslers. 
(Der FUrstin Odescalchi, geb. Grlifin Keglevics gexdidmeL) D.isselbe in Parlltur. 
Arrang. Fiir das Pianoforte mit Begleitung v.. 3 Violinen, 2 Bratschen, Violoncell 
und Bass. 
Eiir das Pianoforte mit Begleitung von 3 Violinen , Bratsche und Violoncell. 
Fiir 3 Pianoforte 

Far das Pianoforte zu K Httnden v. L P. Schmidt, 
Fiir das Pianoforte allein. 
Largo daraus fiir das Pianoforte allein. 

Op. 16. drosses Qulntett (Bsdar), fQi* Pianororle, Oboe, Clarlnelte , Horn 
and FagoU. 

'Arrang. Fiirdas Pianoforte mit Begleitung von 3 Violinen, Bratsche und Violoncell. 
Fiir 3 Violinen, BraLsche und Violoncell. 
FUr Pianoforte, Vtoline, Bratsche und Violoncell. 
Fiir 3 Pianoforte von C. Czemy. 
Fiir das Pianoforte zu 4 Htfndcn. 

Fiir Pianoforte und Physharmonica Oder 3 Pianofortes v. Lickl. 
Fiir das Pianoforte allein v. Winkler, 

Op. 17. Senate (Fdnr), fUr Pianoforte and Hmrn (oder VMIne, oder Bratsche, 
Oder Violoncell, Oder FIttle, oder Oboe, oder Clarlnelte). 
Arrang. Sinfonie cone, nach der Sonate op. 47 fiir 3 Violinen, Bratsche, Violon- 
cell, Contrabass, Fldte, 3 Clarinetten. 3 Fagotto and 3 UOrner t. F. Ebers. 
Fur 3 Violinen, 3 Bratsohen und Violoncell. 
Fiir das Pianoforte zu 4 Uttndeii. 
Ebenso arr. v. Borros^, 
Fiir das Pianoforte allein. 
Ebenso arr. v. L. Winkter. 
Adagio und Rondo daraus fur das Pianoforte. 

Op. 18. SeeliS Qsiartette (Fdor, Gdur, Ddur, CmolT, Adqr, Bdiir] fiir 2 
Violinen , Bratsche und Violoncell. [Der FUrstin von Lobkowits gemdmet.] 
DIeselben In ParlUnr No. I — 6. S. Pleselbea In Partltiir In riniMn Bande In I'?. 
Arrang. Als grosse Sonaten fiir Pianoforte nnit Violine und willkuhrtichcr Vio- 
loncell -Begleitung (m. op. 60) 
Pur das Pianoforte zu 4 H Sin den v. Mocktvitz. 
Ebenso v. C. Klage. 



80 L VAN BEETHOVEN'S COMPOSITIONS. 

Fiir das Pianoforte allein v. L, WHMer. 

Th&me fav. mit 4 Var. aus dem Quartett No. 5 fiir das Pianofortezu 4 Hiinden. 

Rondo aus No. 6 fUr das Pianoforte lu 4 Hftnden v. Horr, 

Variationen tiber das Andante aus No. 5 fur S Guitarren v. Schuttar. 

Sonate fiir das Pianoforte woven der zweite Sets aus No. 5 entoommen ist. 

La Malinconia aus No. 6 fUr das Pianoforte zu 4 Httnden. 

Dieselbe fiir das Pianoforte zu % Hfioden. 

Op. 19. Bwelten Coneert (Bdor) fiir das Pianoforte mit BegleitOBg des 

Orctaesters. (C. Nickl, Edlem von Nickelsberg gewidmet.) Dasselbe In Partltar. 
Arrang. Fiir das Pianoforte zu 4 Hfinden v. X. Gleichauf. 
Fiir das Pianoforte allein. 

Op. 20. Septett lEsdor), fQr Violfne, Bratscbe, HorD, Clarlnette, Fagott, Vio- 
loncell nnd Contrabass. Dasselbe in Partilar. 
Arrang. Fttr Biasinstromente (eifstimmlgj v. CruseU. 

Ebenso (neunstimroig). 

Fiir % Violipen, 9 Bratschen und Violoncell. 

FUr Fl(ite, Violine, S Bratocben und Violoaceil (in 6*) ▼. J. Mahr. 

FUr Pianoforte, Violine, Bratscbe und Violoncell v. Schwenche- 

FUr Pianoforte mit Begleitung der F16te, Violine und Violoncell v. /. N. HummeL 

FUr Pianoforte, Violine und Violoncell v. G. G. Belclu. 

FUr Pianoforte, Ciarinette (oder Violine) und Violoncell vom Gomponisten arr. 
nnd mit Op. SS berausgegeben. 

Fjftr Pianoforte und Violine v. Gleichauf. 
' Fjir Pianoforte und Violoncell v. C. Burchard. 

FUr 9 Pianofortes zu 8 Hftnden v. G. M. Schmidt. 

FUr 2 Pianofortes , oder Pbysharmonica und Pianoforte. 

FUr das Pianoforte zu 4 Hfinden v. C. Czemy. 

Ebenso v. W. Marks. 

Ebenso v. Fr. MockwUt. 

Ebenso in 4 verscbiednen Ausgaben. 

FUr das Pianoforte allein v. C. C%emy, 

Ebenso v. /. N. Hummel. 

JSbenso v. Fr. Liszt. 

Ebenso v. l. Tfin^i^r. 

Aus dem Septett einzeln: 

Menuett fUr das Pianoforte zu 4 Hftnden v. C. Czemy. 

Adagio cantabile fUr das Pianoforte y. Fr. lisst. 

Andante mit Variationen fUr das Pianoforte v. demselben. 

Menuett und Spherzo fiir das Pianoforte v. demselben. 

Menuett fUr das Pianoforte v. C. C$emy. 

Lied nach der Menuett (Viel bildscbdni Deandln gibts) fUr eine Singstimme 
mit Begleitung des Pianoforte. 

Menuett cava to fUr das Pianoforte. 
• Rondo fUr das Piano/orte v. Horr. 

Variationen fUr d^s IPianoforte. 

Variationen nacb dem Andante fUr 9 Guitarren v. Schuster (m. Op. S.) 

Variationen daraus fUr Violine und Guitarre v. DiabetH, 

DttI nacb dem Adagio fUr Gesang und Pianoforte, nebst eigner DIchtung 
(SchuldJos wie VeilcbenblUtbe etc.) Ubertragen v. Ckhstem, 

Op. 21. Emte gptomme Symplafmte [C dar) fUr das Orchester. DIeselbe 
in ParUtur. 
Arrang. FUr 9 Violinen, 9 Bratscben, 9 Oboen und 9 HOmer v. F* Ebers. 
FUr 9 Violinen, 2 Bratsclien uqd Violonoell. 
FUr 9 Violinen, Bratscbe und Violoncell. 

FUr Pianoforte jn. Begleit. der Fldte, Violine und ViolonceU v. /. N.Bummel- 
FUr Pianoforte und Violine v. F. W. Arnold, 
FUr 9 Pianofortes zu 8 Hftnden v. G. M. Sd^midt. 
Fur das Pianoforte zu 4 Hftnden v. C. Czemy, 
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Fiir das Piaooforte za 4 Htfnden v. Zta$hner. 
Fttr das Pianoforte allein v. Gelimek, 
Ebenso y. /. N. Hummel. 
Ebenso v. Fr. KaUcbretmer, 
Ebenso v. L, WMUer. 

Op. 28. CSroaae Senate (Bdnr), fOr das Pianoforte, {Dem Grafen van Broume 
gewidmet.) 
Arrang. Ftir das Pianoforte zu 4 Hfinden v. C. Czemy, 

Op. 28. Senate (A moll), fOr Piaooforte and Viollne. 
Arrang. Fiir t Violinen, Bratsche und Violoncell v. Heinzius. 
Fiir.Violine, Bratsche and Violoncell v. A. Brand. 
Ebenso arr. v. A, Ub&r, 
FUr das Pianoforte zu 4 Httnden. 
Fiir das Pianoforte zu 2 HUnden v. L. WMOer, 

Op. 24. Senate (Fdnr), fQr Pianoforte and Viollne. 

Arrang. Fiir % Violinen, Bratsche und Violoncell v. Heinxius. 
Fiir das Pianoforte zu 4 Hfinden. 
' Ebenso arr. v. Halm, 
Fttr das Pianoforte allein v. X. Wifikler . 

Adagio daraos mit Worten (Eleonore) fiir eine Siugstimme mit Begleitung 
des Pianoforte. 

Op. 25. Serenade (Ddor), far note, Vloline o. Bratsche. Dieselbe In ParUtur. 

Arrang. Fiir Guitarre, Violine and Bratsche v. Matiegka. 

Fttr Pianoforte and Fltfte oder Violine vom Componisten. 
Fttr das Pianoforte zu 4 Hi&nden. 
Ebenso v. /. Moscheles, . 
Fur das Pianoforte allein v. L, Winkler, 

Andante daraus mit Worten (Da bist mir mehr als alles Gluck] fttr eine 
Singstimme mit Begleitung des Pianoforte. 

Op. 26. Or^mie Senate (As dor) fllr das Pianofortew (Dem Fasten lUAnowiky 

gewidmet.) 
A r r a n g. Fttr a Violinen v. F. Hartmann. 
Fttr das Pianoforte zn 4 Handen. 
Andante daraus mit Worten (Schmttckt etc.) v. Sticker. 
Dasselbe mit unterlegten Worten v. F. K. Griepenkerl. (Mit Adagio aiis der 

Cismoll Sonate Op. i7 No. 8.) 
Dasselbe fttr 9 Violinen, Bratsche und Violoncell. 
Dasselbe fttr % Guitarren v. CtnruUi (Op. 455) 

Trauermarsch daraus: 
Fttr Orchester. 

Fttr das Pianoforte zu 4 Handen v> F. X. CluHek, 
'Ebenso v. I. >. Schmidt. 
Fttr das Pianoforte allein. 
Ebeuso in A moll. 
Fttr die Guitarre v. S. VoOeer. 
Lieblings-Variationen daraus fttr das Pianoforte. 
' Das Variationenthema als Lied (Wo der Mond mit bleiohem Schimmer) fttr 
eine Sidgstimme mit Begleitung des Pianoforte v. Hiibner. 
Dasselbe als Lied (Entfemt von der heimischen, traulichen Flur) ftir eine 

Singstimme mit Begleitung des Pianoforte. 
Dasselbe als Gesang (Aus dunkelm Laub) (tir eine Tenor und S Bassstimmen. 

Op. 27* Bwel Senaten (Bsdur, Cismoll), (belde zugenannt : Sonata quasi 
nna fantasia] fQr das Pianoforte. (Der FUrstin Lichtenitem gewidmet.) 
Arrang. Adagio aus No. % als Kyrie fttt* Gesang und Orchester in Partitur v. 
6. B. Bierey. 
Dasselbe als Kyrie eleison fiir Gesang. PariiUir und Stimmen. 
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Dasselbe mit unterlegten Worten filr Gesaog und Pianoforte v. F. K. GHe- 

penkerl. (Mit dem Andante aus Op. 96.) 
Dasselbe als Duett fur 2 Violinen v. F. Hartmann. 
Allegretto aus /No. %. Fur % Violinen, Bratscbe uud Violoncell. 
Andante aus No. 1. FiJir 2 Violinen, Bratscbe und Violoncell. 
Allegro {4. Satz) aus No. i . Fiir 2 Violinen, Bratscbe und Violoncell. 
Adagio aus No. 2. Als Lied (Es zieht ein stiller Engel) flir eine Singstirome 

mit Begleitung des Pianoforte v. Hiibtier. 

Op. 28. Qvosne Sonate (Pastorale Ddur) , fiir das Pianoforte. (Joseph Sdlem 
von SotmenfeU gewidmet] 
Arrang. Fiir 2 Violinen, Bratscbe und Violoncell v. G. B. Bierey (m. Op. U.) 
Ebenso v. F. Ries. 
Fiir Violine, Bratscbe und Violoncell v. A. Uber. 

Op. 29. Oviliitett (Cdor), fBr 2 VlollDeo , d Bratscben nod VioloDcell. [Dem 
Grajen von Fries geuHdmet.) Dasselbe In Partltur. 8. In Partilur. 12« 
Arrang. Fiir das Pianoforte zu 4 Hftnden v. X. Gleichauf. 
Ebenso v. C.Klage. 
Ebenso v. /. P. Sdimidt. 
Ebenso das Rondo daraus v. /. P. SchmidL 
Fiir das Pianoforte allein v. X. Winkler, 

Op. SO. Brcl Sonateii (Adur, Cmollf Gdur], fllr Pianoforte und Violine. 

[Dem Kaiser Alexander L gevHdmeL) 
Arrang. Ftlr2 Violinen, Bratscbe und Violoncell v. P. G. Reinzius. 

Fiir Pianoforte und FlOte v. L. Drouet. 

Fiir das Pianoforte zn k Hftnden. 
. Fiir das Pianoforte allein v. L. Winkler, 

No. 2 roit Worteu (Gruss der Seelenetc] flir Gesan^ und Pianoforte v. Silcher. 

No. 8 fiir FlOte, Violine, 2 Bratscben und Violoncell (m. Op. 85.) 

Op. SI. Href Sonaten (Gdur, Drooll, Esdor), fiir <!as Pianoforte* 

Arrang. No. i. FUr 2 Violinen, Bratscbe und Violoncell vom Componisten. 
No. 8. Fttr 2 Violinen, Bratscbe und Violoncell v. F. Mm. 
No. 4 . Fiir Violine, Bratscbe und Violoncell v. A. Uber. 
No. 2 und 8. Fur 2 Violinen v. F. Hartmann. 
Fur das Pianoforte zu 4 Httnden. 

Op. S8. [No. 32.) An die Heflfkiuiis (von Tiedge) fOr eIne . SlngsUnme 
mit Begleitung des Pianoforte. 

Op. SS. BMTi^teli^n (7 places), fOr das Pianoforte. 

Arrang. No. h. Fiir 2 Violinen, Bratscbe und Violoncell. . 
No. 6 Ebenso. 



Op. S4. Secliii ITarlatloiieit Alier ein artslnfl-Thema (Fdur), 
fiir das Pianoforte. (Der FUrstin Odeschakhi gewidmet.) 
Arran g« Das Thema fur 2 Violinen, Bratscbe und Violoncell. 

Adagio mitWorten V. C. P. (Abscbiedslied : Des Scbicksals ernste Milcbte etc.) 
Abscbiedslied nach dem Thema (Des Scbicksals emste Mfichte) fiir eine Sing- 
stimme mit Begleitung der Guitarre v..^. DiabelU. 

Op. 85. Fnnfkelin Tarlatlonen mit el ner Fvire (Esdur), fOr das 

Pianoforte. (Dem Grafeh Lichnowsky gewidmet.) 

Op. 86. Zwelte Sjmplionle (Ddur),f.d.OrcheBler. Die.selbe In Partilur. 8. 
Arrang. Fttr 2 Violinen, 2 Bratscben, Bass, 2 Oboen und 2 Hiirner v. F. Eber. 
Fiir 2 Violinen , 2 Bratscben , Violoncell (oblig.)i Contrabass, Fiote und 2 

Hi)mer (ad lib.) v. F. Ries. 
Fiir 2 Violinen, 2 Bratscben und Violoncell.' 
Fttr Pianoforte mit Violine, Fim^ und Violoncell v. /. M fhtmmel. 
Fiir Pianoforte , Violine und Violoncell vom Componisten. 
Fur Pianoforte und Violine v. F. W. Arnold. 
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Fttr 2 PianofortM zu 8 Httnden v. £. Bit^fltmimi. 

FUr das Pianoforte zu 4 Httnden v. C. Czemy, 

Ebenso v. Efdchausen. 

Ebenso v. Fr. Mockwitx. 

Ebenso (Bonn). 

Ftir das Pianoforte alleiD v. h N. Eummel. 

Ebenso v. Kalkbretmer. 

Ebenso v. Z. WifMer, 

Andante daraus mil nnterlegten Worten (Frage von Kerner) v. SUdter. 

LargheUo daraus fiir Physhannonika and Pianoforte v. Lkkl. 

LargheKo daraus als Menaett ftir Pianoforte. 

Op. 87. Hrltfea Concert (C moll), fUr d. Pianoforte mlt Begl. d. Orclieslers. 
(Dem Prinxen Louis Ferdinand von Preussen gewidmet) Dasselbe In Partitar. 
Arrang. Filr das Pianoforte zu 4 Httnden v. /. P. Schmidt. 
Fiir das Pianoforte ailein. 
Rondo (Finale) daraus Hir das Pianoforte zu 4 Httnden. 

Op. 88. CSrosnen Trio (Esdar), fQr Pianoforte, aarinette (oder VloUne) und 
Violoncell, nach dem SepteU Op, 20. arrtiigirt vom Componlsteo. 

(Siehe Op. 20) 

Op. 89. Zwel PrAludloii 4urcli olio t« Bur-Tonortoii fiir 
Pianoforte Oder Orgel. 

Op. 40. Romoiimo (Gdur), fOr die Violine mlt Begleitoog von % Violinen, 
Bratscbe , Bass , FlOte , 2 Oboen , 2 Fagolte und Horn. * 

Arrang. Fiir die Violine mit Pianoforte. 
Fiir das Pianoforte ailein v. L. WhUckr. 
Fiir das Pianoforte ailein v. F, W. Eppner, 

Op. 41. Sorenode (Ddur), fQr Pianoforte und FlOte (oder Violine) a(*ranglH 
nacta der Serenade Op. 25 vom Gomponisten. 

(Siebe Op. 26.) 

Op. 48. Itfottiimo (Ddor), fiir Pianoforte nnd^ratacbe arrangirt nach der 
Serenade Op. 8. vom Componisten. 

(Siehe Op. 8.) 
Arrang. FUr das Pianoforte zu 4 Uttnden. 
Filr das Pianoforte ailein v. Eppner. 
Polonaise daraus fiir das Pianoforte zu 4 HAnden. 
Dieselbe fUr das Pianoforte ailein. 
Dieselbe fiir 2 Violinen. 
Dieselbe fiir Guitarre und Fl($le oder Violine. 

Op. 48. Bl^ Cleocliftpfe 4eo Promotlaeiio Ballet. 

Arrang. Fiir 2 Violinen, Bratsche und Violoncell v. Zulehner. 
Quartett daraus fUr 2 Violinen, Bratsche und Violoncell. 
Filr FlOte, Violine, Bratsche und Violoncell v. Zulehner. 
Fiir eine Fldte. 

Fttr Pianoforte und VioUne ▼. Zulehner. 
Fttr das Pianoforte ailein. 
Onvertflre ailein fUr das Orchester. 

Fur Pianoforte, Violine. Fldte, und Violoncell v. /. N. Hummel. 
Fur Harfe und Pianoforte mit wiilkiihrlicher Begl. v. VioUne und Violoncell. 
Fiir Pianoforte und Violine. 
Fur 2 Pianofortes zu 8 HUnden v. G. M. Schmidt. 
Fttr 2 Pianofortes zu 4 UMnden v. C. Czemy. 
Fur das Pianoforte zu 4 Uttnden. 
Fur das Pianoforte ailein. 

Allegretto aus No. 6. fur 2 Violinen, Bratsche und Violoncell. 
No 8. far das Pianoforte zu 4 Httndon. 
Si^be Op. 9. 
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Op. 44. irienelm TarlatloiieM (Esdar), flir Ptanoforte, Vtolioe nad 
Vloloncell. 

Op. 45. Brel i^roaae MErMlte (G dor , Es dur , D dor) , fttr das Pianoforte 
za 4 HAnden. 

Op. 46. AdeliiMe (Gedicht von Ifattblson), Ifir eine SfogsUmme roll 
B^leitUDg des Pianoforte. 
A rra ng. Mit deatschem, franzdsischem und italieuischem Text fUr Sopran. 

Ebenao rur Alt oder Bariton. 

Mit englischem Texte fur Sopran oder Tenor oder Mexzo-Sopk^n oder Bariton . 

Mit deutschem und italtenischem Texte and Begleitung der Guitarre 

Mit franzdsischem und italienischem Texte und Begleitung der Guitarre. 

Mit deutschem , franzttsischem und italienischem Texte und Begleitung des 
Pianoforte und Horn oder Fagott oder Baasethorn oder Yioloncell oder 
Bratsche von Heuschkel. 

Filr Violine solo v. I. de St, Lubin, 

Fur Yioloncell und Pianoforte v. A. E, BockmUhl. 

Ebenso v. i. /. F. Dotxauer. 

Fiir PIdte und Pianoforte iwriiri. 

Filr Pianoforte und Yioloncell. 

Fur Pianoforte und FlOte. 

Fiir Physharmonica und Pianoforte oder fiir S Pianofortes v. Uokl. 

Ftir das Pianoforte zu 4 Hftnden v. C. Catemy. 

Ebenso v. Horr. 

Ebenso v. 6. W. Mark$. 

Fiir das Pianoforte allein v. Behreni. 

Ebenso (im leichten Stil) v. S, Burkhardt, 

Ebenso v. H. Cramer. 

Ebenso v. C. Czemy, 

Ebenso v. C. W. EUissen. 

Ebenso v. Borr. 

Ebenso (in Nottumoform) v. HUUner, 

Ebenso v. KuUack. 

Ebenso (mit einer grossen Gadenz) v. Fr, Liszt, 

Ebenso v. C. Voss. (Op. 51 No. 8.) 

Ebenso v. KuUack, und erleichtert v. S, D. Wagner. 

Ebenso v. it. WiUmers, 

Ebenso v. Zogbaum, (Op. 40.) 
Op. 47- SoiMSte (A dar), (ScntU io ddo itllo molto coneerUate, qoasi come d^un CobcoHo), 
ffir Pianoforte and VIollne. (R. KreuUer geuHdmet.) 
A r r a n g. Fiir % Yiolinen, 2 Bratschen und Yioloncell. 

Fiir Pianoforte, Yioline, Bratsche und Yioloncell v. F. Hortmann, 

Fiir das Pianoforte zu 4 Hftnden v. C. Cxemy, 

Ebenso. 

Fiir das Pianoforte allein v. C. Czemy. 

Ebenso v. L. Winkler, 

Die Yariationen daraus fiir Pianoforte und Yioline. 

Dieselben fiir das Pianoforte allein. 

Yariationen fav. fUr das Pianoforte m 4 Hftnden. . 

Andante daraus flir das Pianoforte (une pens^e). 

Dasselbe fur das Pianoforte zu 4 Hftnden. 

Op. 48. Seclia Tileder Ton Clellert fQr eine Singsiioime mit Begleitung 
des Pianoforte. 
Einzeln: No. i, 8. 4. 8. 6. 
Arrang. No. 9. 4. 6. 6. fiir das Pianoforte v. Fr, Liszt. 

No. 5. fiir 4 Mttnnerstimmen mit Orchester oder Pianoforte v. B. Damcke. 

Op. 49. Bwel leiclate Sonateii (Gmoll, Gdur), ffir das Piaooforte. 

Einzeln: die Menuett aus No. 2. 
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Op. 50. RoHiaiiBe (Fdur), fOr die VioUne mitBegl. vob 2 VIolSnei, Bratsche, 
Bass, note, 2 Oboen, 2 HOrneni and 2 Fagotten. 

A r r a D g. FUr das Pianoforte y. X. Winkler. 
Ebenso v. Joachim Raff. 

Als Rondo brillant fUr das Pianoforte zu 4 Httnden t. C. Czemy, (Op. 44). 
FUr die Violine mit Begieitong des Pianoforte. 

Op. 51. Zwel Rondlo'ii (Cdar Gdor), fQr das Pianoforte. 

A r r a n g. No. 2. Fiir Violine und Violoncell v. A. Ub&r. 

Op. 5%. Acht QeaAiiire ««4 Iileder fOr elne Slogstlmme mit Begleltung 
des Pianoforte. 
EinzelnNo. 1 . Mit Guitarre. 
No. i . Mit Pianoforte. 
No. 2. Mit Pianoforte. 
No. 8. Mit Pianoforte 
No. 4. Mit Pianoforte. 
No. 6. Mit Pianoforte. 
No. 6. Mit Pianoforte. 
No. 6. Mit Goitarre. 
No. 6. Mit Guitarre arr. v. Sippel. 
No. 6. Mit Pianoforte. 
No. 7. Mit Piano/orte. 
No. 7. Mit Guitarre. 
No. 8. Mit Pianoforte. 
No. 8. Mit Guitarre. 

Op. 58. Cto^nae Senate (Gdor), ffir das Pianoforte. (Dem Grafen von Wold- 
stein getjMmet.) 
Arrang. FUr das Pianoforte zu'4 Httnden v. Stuxo. 

Op. 54* Senate (No. 51. Fdor). fUr das Pianoforte. 

Op. 55. Hrltte Syntplieiale (Bsdar), (Siofonia eroica conposta p«r festog^are 
it aoyrenire d^an grand* vooio) , fUr das Orcbestet. {Dem FUrsten von Lobkmoitx 
gewidmet.) Dieselbe in Partitor 8. 
A rrang. FUr 3 Violinen, Bratsche, ?\iiie, 2 Clarinetten, 2 Hdmer und Contrabass 
V. F. Ehen. 
Fur FlOte, 2 Violinen , 2 Bratschen, Violoncell u. Contrabass v. 6. /. Kemer. 
FUr pianoforte, Violine, Bratscbe und Violonceil. 
Fttr Pianoforte, Violine, F16te und Violoncell v. /. N. Hmmmel 
FUr Pianoforte, FI<Ue uud Violoncell. 
Fur 3 Pianofortes zu 8 Httnden v. B. Bofinann, 
Fur das Pianoforte zu 4 Httnden v.. C. Czemy, 
Ebenso v. A. E, MUUer. 
Fur das Pianoforte allein v. /. N, Hummel. 
Ebenso v. Fr. KaUcbrenner. 
Ebenso v. L. Winkler. 
Trauermarsch daraus fttr 2 Pianofortes Oder Pianoforte und Oif;el (oder 

Harmonium) v. S. Neukomm. 
Derselbe fUr das Pianoforte v. Fr. lAszt. 
Derselbe fUr das Pianoforte. 

Derselbe fUr Physharmonica und Pianoforte v. Lickl. • 
SiebeOp. 87. 

Op. 56. Ceneert (Cdar), fOr Pianoforte, Violine and VioioBcell nit Begleitung 
des Orcbesters. Dassillbe in Partitor. 

Arrang. Fttr das Pianoforte allein. 

Polonaise daraus fttr das Pianoforte zu 4 Httnden . 
Dieselbe fUr das Pianoforte allein. 
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Op. 57- Clv«Mie Senate (No. 54. appaMfoaata, PmoU), fllr 4aa Blanofbrle. 

(Dem Grafen von Brunstoick gmoidmit.) 
A rrang. Fur das Pianoforte zu 4 Httaden. 

Clara Wiek und Beethoven, Gedicht von G ri lip arse r, mitlfotiveD obiger 
Sonate musikaliscb gegeben fiir eiae Singsthnnoe mit BegMtniig des Pia- 
noforte von /. Vesque vim PUitimffen. 
Andante darans mit unterlegtep Worten (An dieNacht) f. Sopran oder Tenor 
V. Silcher. 

Op. 58. Vlertes Concert (Gdar), fOr das Pianoforte mit Beffleltnng des 
Orchesters. {Dem Erxherzog Hudol]^ gtwidmet.] Dassselbe in Partitiir. 
A rrang. FUr das Pianoforte allein. 
SieheOp. 84. 69. 

Op. 59. Brel sreese Qvartette (Fdor, Kmoil, Gdor), fOr !^ Vlolioea, 
Bratsche nnd Violoncell. {Dem FUnten Basoumoffikff geuMmet.) Dieselben In 
Partltur 8. Dieselben In Partitar 1ft. 
Arrang. Als Trio fUr Pianoforte, Violine und Violonoell ▼. F. Hartnkmn. 
FUr das Pianoforte zu 4 Httnden v. Stegmatm. 
Andante fav. aus No. 8. FUr i Guitarren v. Sdkuter, (Op. B.) 
Sonate fttr das Pianoforte, wovon der erste Satz dem Quartett No. 8. ent- 
nommen ist. 
Siehe Op. 69. 

Op. 60. Tlerte Sjmpltonte (Bdor) , fOr das Orchester. (Dem Grafm vm 
Oppersdorf getvidmet,) Dieselbe in Partltur. 
Arrang. Fiir 9 Vioiinen, a Bratachen, und Violoncell. 

Fur Pianoforte m. Begl. von Violine , FlOte und Violoncell v. /. N, Hummel. 
Fiir S Pianofortes. 

Fiir S Pianofortes zu 8 HSnden v. Dietrich. 
FUr das Pianoforte zu 4 Hftnden v. C. Cxemy. 
Ebenso v. F. Mockwitx. 
Ebenso v. WatU. 

Fiir das Pianoforte allein v. /. N. Hummel. 
Ebenso v. Fr. KaUU^enner. 
Siehe Op. 48. 

Op. 61. Concert (Ddur), f. die Violine mit Beglef tuag des Orcheslera. {Seinem 

Freunde wm Bremuifig geuMml.) Daaselbe in Partftor. 
Arrang. Fiir das Pianoforte mit Begleitung des Orchesters. 
FUr das Pianoforte zu 4 Httnden ▼. X. OMcHouA 
Fiir das Pianoforte allein. 
Siehe Op. 9. 

Op. 62. OuTcrtnre mur Trasftdle Cerleteii (Gmoll}, fOr das Orclie- 

ster. (Dem Hofsecretahr von CoUin gewidmet.) Dieselbe In Partitar. 
Arrang. Fiir i Pianofortes zu 8 Httnden v. G. Jf. Schmidi. 
FUr S Pianofortes v. C. Cxemy. 
FUr das Pianoforte zu 4 Httnden. 
Fur das Pianoforte allein. 



Op. 68. Or e— e Senate (Bsdor) , f. PtanofbHe, VIolise and Violoncell nach 
dem Qnintelt Op. 4. arrangirt vom Compoaiateo. 

Siehe Op. 4. 

Op. 64. (No. 64.) Clrecee Senate (Bs dnr), fOr Pianoforte mit Begleitung des 
Violoncells, nach dem Trio Op. 3. arrangirt vom Componistea. 
Siehe Op. 8. 

Op. 65. Scene nnd Arte (italfeniscli oad^deotsch), CAhi pvaih^' Ha! irn- 
loMf ete.), fUr e^e SopransUmme mit Beglellaag des Orchesters oder des 
Pianoforte. 
Arrang. Mil Begleitung des Pianoforte (italienisch und dentsdi). 
Ebenso Ideutsch). 
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Op. 66. ZwMrv«ri»tloiieii (Fdnr), fOr Pianoforte und Violoncel) (Oder 

Violioe), (Ueber: ein Mldchen oder Weibcben). 
Arra n g. Fur das Pianoforte zn 4 Hftodeo. 

Op. 67. Flliifte Symplioiiie (Cmoll), f. d. Orchester. Dfeselbe io ParUlur. 
Arrang. Ftir S Violinen, a Bratscbea und VioloDcell v. F. Ebers, 

FUr Pianoforte mit Begl. von FlOte, Violioe und Violoacell v. /. N. Hummel. 
Fiir Pianoforte, Violine und willkuhrliche ViolonceU-Begleitung v. /. Andr6. 
Fur Pianoforte und Violine v. /. 4^^^- 
Fiir Pianoforte und Violonoeil t. /. Andr€. 
Fiir 2 Pianofortes zu 8 HSnden v. K. Hoflnann. 
Fiir 9 Pianofortes v. M. C. Eb&rwein. 
Fiir das Pianoforte zu 4 Httnden y. C. Czwny. 
Ebenso v. F. Ehers. 
Ebenso y. Fr. Schneider. 
Fiir das Pianoforte allein v. /. N. Hummel. 
Eben&o v. Fr. Kalkbrenner. 
Ebenso v. Fr. Lisxt. 

Andante darans roit Worteo (Oboe dicb , was wKr' mein Leben I) fiir eine 
Sopran- oder Tenorstimrae mit Begleitung des Pianoforte v. Silcher. 

Op. 68. SecliSte Symplionle (Pastorale, Fdnr), fiir das Ordiester. Die- 
selbe in Parti lor. 
Arrang. Ftir S Violinen, S Bratscben and % Violoncells v. Fischer. 

Fiir Pianoforte mit Begl. von FlOte, Violine und Vfolonceil v. /. N. Hummel. 

Fiir Pianoforte, Violine und Violoncell t. C. G. Belcke. 

Fiir Pianoforte mit Violine oder FlOte. 

Fiir 2 Pianofortes v. Eberwein. 

Fiir das Pianoforte zu 4 Hlinden y. C. Cxemy. 

Ebenso v. Fr. Mockwitx. 

Ebenso v. Watts, 

Fiir das Pianoforte allein v. /. AT. Hummel 

Ebenso v. Fr. Kalkbrenner. 

Ebenso v. Fr. Lisxt. 

donate fiir das Pianoforte daraus. 

Op. 69. Groase Sonate (Adur), f. Pianoforte und Violoncell (oder Violine). 
{Dem Baron von Gleichenstein getoidmet.) 
Arrang. Ftir Pianoforte und Violine. 

Fiir das Pianoforte zu 4 Hiinden v. /. P. Schmidt. 

Op. 70. Zwel Trios (Ddur , Esdar) , fiir Pfanoforte , Violine vnd Violoncell. 

(Der Gritfin Marie von Erdddy, geb. GH^ von Ntexky ffewidmet.) 
Arrang. Fur das Pianoforte zu 4 H^ndeo v. F. MockwUx. 
Ebenso v. G. Reichardt. 

Op. 71. Sextett (Bsdnr), fiir 2 Clarlnetten, 7 HOmer und 7 Fagotte. 

Arrang. Fiir Pianoforte, Violine und Violoncell (oder Pianoforte, Clarinette und 
Fagott) v. Wustrou). 
Fiir das Pianoforte zu 4 Httoden v. X. GUkhauf. 
Ebenso. 

Op. 72. lieonore* Oper In mim^i Al&ton. (Erste and zweite Bearbei- 
tung). VollslJindlger Klavieranszug. 
Arrang. Leonore. Oper in zwei Akten. Kiavierauszog (vergriffen). 

Ouverture (No. 8.) und Gesiinge (wie oben) aus der Oper Fidelio (Leonore). 
Klavierauszug. Neue Ausgabe (vergriffen). 
Erste Ouverture. (Cdur, m. Op. 138 aus Beethoven's Nachlass) f. das Orche- 
ster. Dieselbe in Partitnr. 
Fiir das. Pianoforte zu 4 Htfnden. 
Fiir das Pianoforte allein. 
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Zweit60aterture(C dor) fttr das Orchester. Dieselbe in Partllar. 

Fiir das Pianororte zu 4 Httnden. 

Fur das Pianoforte allein. 
Dritte Ouvertare (Cdur), fUr das Orchester. Diesellje in Partitur. 

Fttr t Violinen, t Bratscben und Violonoell v. C. G, MUUer. 

FUr das Pianoforte zn 8 Hiinden y. G. JT. Sc^mtdf. 

FUr das Pianoforte zu 4 Hiinden. 

FUr das Pianoforte allein. ' 



Op. 7S. Fidelia (LeoBore). •per Ib swel AMten. (Dritte Bearbeitung). 
Rlavieraosiog. Dieselbe in Partitar. 

A rra g. FUr neunstimmige Harmon iemusik. 

FUr S Violinen, t Bratscben und Violonoell. 

Fiir % Violinen, Bratsche und Violoncell. 

FUr Flttte, Violine, Bratsche und Violoncell. 

FUr Pianoforte und Violine (oder FKite) v. Grabeler, 

Fur Pianoforte und Violine v. A. Brand. 

Fur das Pianoforte zu 4 Httnden v. Ebers. 

FUr das Pianoforte allein v. /. P. Sdimidt. 

Sbenso v. MoieheUi. 

Cboix d'airs fUr S FKiten. 

Ebenso fUr das Pianoforte v. Maekalei, 

Auswahl beliebter StUcke daraus fUr das Pianoforte allein. 
' Secbs Favoritarien daraus fiir FUHe (oder Violine) und Guitarre v. DiabeUi. 

Ifarscb daraus Air das Pianoforte. 

Potpourri daraus fUr das Pianoforte zu 4 Hflnden. 

Dasselbe fUr das Pianoforte allein. 

Textbuch zu der Oper. 
Ouverture (oder vierte Ouvertnre zu Leonore Bdnr) f. d. Orchester. Dieselbe 
in Partitur. 

Fiir t Violinen, a Bratschen und Violoncell. 

FUr a Violinen, Bratsche und Vioiodcell. 

Fiir Pianoforte und Violine. 

FUr a Pianofortes zu 8 Utinden y. G. M. Schmidt, 

FUr das Pianoforte zu 4 HUnden. 

Fiir das Pianoforte allein. 

Op. 78. WfBkmfiem Cmme^wt (Esdnr), fOr das Pianoforte mlt Begleilong des 
Orchesters. (Hsm BrxherMog Hudo^ gewidmet.) Dasselbe Ui Partitur. 
A rra n g. FUr das Pianoforte zu 4 Hiinden y. X. GMchauf. 
FUr das Pianoforte allein y. /. Motcheies. 
Rondo daraus Mr das Pianoforte zu 4 Hinden. 
Dasselbe fiir das Pianoforte allein. 

Op. 74. ^fmmwtmtt (Bsdnr), fOr.;^ Viollnen, Bratsche and Violoncell. {Dem Pur- 
ffton von LotkowU% gewidmet.) Dasselbe lo Partitur. 
Arrang. Fiir Pianoforte, Violine und Violonoell y. C. G. Mdw. 
FUr das Pianoforte zu 4 Hiinden y. /. P. Schmidl, 
Ebenso y. F. X. GMchauf, 

Op. 75. Seelifl desftnm t«b d^etfie fOr elne Singslimme mlt Beglelt. 
des Pianoforte. (Der FUrtUn von KkiUky geb, GrUfn von Kerpen getoidmet.J 
Einzein No. 4. 

No. 4 . Hit Begleitung der Guitarre. 
No. a. 8. 4. 

No. 4. Mii Begleitung der Guitarre. 
No. 5. «. 

No. 5. 6. Hit Begleitung der Guitarre. 
SieheOp. 46. 

Op. 76. Varl«ti«BeB (D dur) , fUr das Pianoforte. (SsiiMm. Frmmde OUva 
gwHdmet.) 
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Op. 77. AmtMrile fdmoll) , fllr das Planofbrte. {Semem Freunde, dem Grafm 
P, von Brunswick gewidmetj 
Arr ang. Der Sdilasssatz als Lied , (Rauscbendes Bftchlein) , fttr eine Siogstimme 
mit Begleiiuog det Piaooforte y. BUbner. 

Op. 78. S«n»to (Flador) , fllr das Pianoforte. (Der Grdfin Th. wm Brumwkk 
gewidmet.) 

Op. 79. S«MAii»e (ednr), fllr das Piaaofbrte. 

Op. 80. Fantosie (G moll) , fllr Pianoforte , fthor and Orchester. (Dem Kunig 
MaximiUan Jf^eph vcn Baiem gewidmetj Dieselbe in Parlitvr. 
A rrang. Fttr Pianoforte, Cbor ond FItfte (odor Violine) , zweite Vi4>line, Bratsche 
und Bass. 
Bbenso mit Qaartett. 
Fur Pianororte und Cbor: 
Fur das Pianoforte zu 4 Handen. 
Ftir das Pianoforte allein. 
Die Cborstimmen : Sopran, Alt, Tenor und Bass. 

Op. 81*. €har»Utertoti«9ke Senate (Bs dor), Let adicnx, PabMnee et le re- 
lonr), fllr das Pianoforte. {Dem Erxherxog Rudolph gewidmet.) 
A rrang. Fttr das Orcbester v. Bierey. 

Op. 81^. Sentett (Bsdor) , fOr % Viollnen, Bratsche, Violoncell ond % obligate 
Hdmer. Dasaelbe In Partltor. 

A rrang. Fttr 2 Violinen, 2 Bratscben und Violoncell. 
Ebenso in Partitur. 

Fiir Pianoforte, Violine (oder Bratsche) und Violoncell (m. Op. S8.). 
Fur das Pianoforte zu 4 Hfinden y. /. P. Schmidt. 
Ebenso y. F. X, Gleichauf. 

Adagio daraus mit Worten (HOrt vom Strand ein Vespersingen) fllr 2 So- 
prano und 2 Basse ohne Begleitung. 

Op. 82. Vler Arietten und ein Duett (Itallenisch ond deotsch) mit 
Begleitung des Pianoforte. 
Binzeln No. 4. 2. 8. 4. 5. 
SieheOp. 44. 

Op. 8S. Drel deflftni^e Ten doethe fOr eine SingsUmme mit Begleitung 
dea Pianoforte. (Dsr PUniin von KinOog, geb. Grtf/ln von Marpen gewidmet.) 
EinzelnNo. i. 2. 8. 

No. 4 . 2. Mit Begleitung der Goitarre. 
No. 4. 8. Fiir das Pianoforte iibertragen v. Fr. LisMt. 
Siebe Op. 84 . 

Op. 84. diuverinre und Swl«eHenn1af e su Cl«etke*« Sffment. 

Partltor. 
A r r a n g. Fiir 2 Violiaen, Bl'atscbe und Violoncell v. A, Bremd. 
Fiir Pianoforte und Violine v. A. Brand, 
Fttr das Pianoforte zu 4 Httnden v. V. W&mer. 
Zwischenakte (ohne Onverture) fttr das Orcbester. 
Dieselben fttr das Pianoforte allein (mit den bei^eo Gesdngan). 
Sympbonie, Entr'act und CItf rcbens Arie ftir das t^noforte allein. 
No. 4 und 4. Einzeln. 
Dieselben fttr das l^anoforte v. Pr. Lisnt. 
Die Declamation v. MosengeU, 

Ouverture allein fttr das Orcbester in Partitur. ** 

Dieselbe in Stimmen (20 stimmig) . 
Ebenso (44 oder 48 stimmig) 
Dieselbe filr Blasinstrumente (9 stimmig). 
Dieselbe fttr tttrkische Musik. 
Dieselbe fttr 2 Viollnen, Bratsche ond Violoncell. 
BeeCkovM, Stadiet. |7 
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Dieselbe fiir das Pianoforte mit Btoglei^ong voa Viotee, FKite xaA Vk^onoall 

V. /. Motcheles, 
Dieselbe fUr t Pianofortes zu 8 Htinden v. G. M. Schmidt. 
Dieselbe far % Pianofortes zu 4 Httnden. 
Dieselbe fiir das Pianoforte za 4 HMnden. 
Dieselbe lUr das Pianoforte ailein. 
Dieselbe v, KuUak. 



Op. 86. CMwimtwuB am eellbevM* eipat^rtaiHi l&rSolo- midCbor- 
sUmmen mlt Orchester. Partttnr. Orcliestersttmmen. SlBs;stlnimeB compl. 
SoIostfmmeD. CbarsUnuneii. 
Arrang. Klavi««uszttg mit Text. 

Fiir das Pianoforte zu 4 Httnden v. B. F. HMUer. 
Fiir das Pianoforte ailein v. C. Czemy. 
Fiir Fltfte, VioKne, t Bratscben und Violoncell. 
SieheOp. 80. 

Op. 8S. McMM (3 HymneB, Cdnr), fOr 4 Stngsdnnen vnd Orchester. (Dem 
Fumiff^ van Kinsky geufidmet.) Partltur. Orckestersttmnien. Sfngstiramen. 
Arrang. Klavierauszug mit Text. 

Fttr Jas Pianoforte zu 4 Httnden v. F, X. Bi M nuf. 
Ebenso v. C. C%9my. 
Fiir das Pianoforte ailein. 
Ebenso v.- C. C%emy. 

Op. S^t. Tw%m (Cdur), f. ^ Oboen o. englisches Horn. Dasselbe in Partilur 16. 
fm. Op. 55.) 
Arrang. Fiir t Violiften und Bratscbe (m. Op. 56.). 
Fiir Violine, Bratscbe und Violoncell (m. Op. 29.). 
Fiir a Violinen und Bass (oder Fagott) (m. Op. S9.). 
Fiir t FKiten und Bratscbe (m. Op. 29.). 
Fiir a Clarinetten und Fagott (m. Op. 29.). 
Als AMate fUr Pianoforte und Violine. 
Fiir das Pianoforte zu 4 Httnden v. F. X. Gleidiauf, 

Adagie daraus mit Worten (Schlttbt du, lieb Brttutchen etc.) fur 8 Sopran- 
stimmen obne Begleitung. 
SiebeOp. 4. No. 2. 

Op. 88. Baa CSllleh d^lp Vreimdflclian (Lebensgiack). (Viu felloe). 

Op. 80. IPmlmmmimm (Cdur), fOr das PiaDoforte. (Der EaUwrim wm RMuland 

tHiobetha Aleasiewna geuHdmet.) 
Op. 90. Satiate (B moll), f. das Plasoforle. (Dem Qrafen Uchnowsky gmoidmet.) 
Arrftog. Erster§JMtz daraus mit Worten (Wie rastlos unaufhaltsam) fUr 4 Sopran- 
oder Tenorstimme mit Begleitung des Pianoforte y. SUeher. 
Zweiter Satf daraus mit Wortai (Die Scbwalbon sind fortgezogen) f. 4 Sing- 
sdmme mit Begleitung des Pianoforte v. HUbner. 

Op. 01. mrelllBStan'fl May, a«lar die Aalalaalit Ibei Vlttarla 

fOr das Orchester. (Dem PHnx-HeffmUen von England Gwrg August Friedrith 
g&widmet.) Dieselbe In Partltur. 
Arrang. Fiir Harmoniemusik (9stimmig). 

, Fiir a VioliBen, 2 Bjealscben und Violoncell. 

Fiir Pianoforte, Violine und Violoncell. 

Fiir 2 Pianofortes. 

Fiir das Pianoforte zu 4 Httnden. 

Fiir da» Pianofyte ailein. 

Op. 02. Melbento Sjnaiikaiile (A dor), fiir das Orchester. {Dem Aeickf- 
grofm M. v. Friei gewidmetj Dieselbe In Partltur. 
Arrang; Fiir Harmoniemusik (9 stimmig) . 

Fiir 2 Violinen, % Bratscben und Violoncell. 

Fttr Pianoforte, Violine, Fldte und Violoncell ▼. /. N. Bummet. 
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Fttr Piaoolorte, Violine uad Violoncell. 

FUr 2 Pianofortes. . ^ 

Fiir das Pianoforte zu 4 HUnden. 

Ebenso v. C. Cxemy. 

Bbenso v. Fr. MockwUx. 

Filr das Pianoforte allein. 

Ebenso v. /. N. HutnmeL 

Ebenso v. Pr. Ustt. 

Allegretto daraus fiir Pbysbarmonica und Pianoforte y. IacIU. 

Dasselbe mit Worten (Wiegt iho bintiber) fUr 4 Sopran- oder Tenorstimme 

mit Begleilung des Pianoforte v. SiM^er. 
Dasselbe ebenso (Hoch aaf dem alten Tharme) fttr 4 Singstimme mil Beglel- 

long des Pianoforte v. HUlmer. 
Mittelsatz aus demselben ebenso (Weste sttuseln deinen Namen). 

Op. 9S. Aclite Sy^mph^nle (Fdnr), filr das Orchesler. Dieselbe in Partltur. 

A r r a n g. Fttr Harmoniemusik (9 stimmig) . * -^ 

Fttr 2 VioUnen, 2 Bratschen und Violoncell. . "« 

Fttr Pianoforte, Violine and Violoncell. 

Fttr 8 Pianofortes. * 

Fttr das Pianoforte zu 4 Hfinden. 

Ebenso v. C. Cxerwy. 

Fttr das Pianoforte allein. 

Op. 04. An die HoiVimuiir (aus Tiedge's Urania) , fUr eine Singstimnie mit 
Begleitang des Pianoforte). (Der Fiirstin von Kiniky, geb. GrU/in von Kerpen 
gewidmet) 

Op. 05. Qnartett (Pmoll), f. 2 Viol., Bratsche u. Violonc. {SeinemFreunde, dem 
HofsecTdtair Nic. Zm^kaU von Domanovetx gewidmet.) Dasselbe In Parti tar 16. 
Arrang. Fttr das Pianoforte zu 4 H«lnden v. F. X. Glekhauf. 

Op. 06. Sonate (Gdar), fOr Pianoforte nod Viollae. [Dem Br$Mrxog Rudolph 
gewidmet.) 
Arrang- Fttr t Violinen, Bratscbe und Violoncell. 
Fttr das Pianoforte zu 4 Hfinden. 

Op. 07. €iroflfle« Trie (Bdar), fttr Pianoforte, Violine and Violoncell. [Dem 
Erxherzog Rudolph gewidmet.) 
Arrang. Fttr das Pianoforte zu 4 Hfinden v. C. Czemy. tv 

Rondo daraus fttr das Pianoforte zu 4 Hfioden. 

Hymne nacb Beethoven vpo Goethe (Wer darf ihn nennen etc.) zusammenge- 
fttgt und zur Bekrtinzung des Bonner Denkmals bei dessen feierlicher 
Entbttllung am 44. Aogust 4815 dargebracht v. F. Sdimidl, (Naeh diesem 
Trio arrangirt.) 
Andante daraus fttr Physharmonica nad Pianoforte ▼. Lkkl. 

Op. 98. An Me fene Oellebte. I(E1d Liederkrels.von A I. Jf^itteles), 
filr eine Singstimme mit Begleitang des Pianoforte. 

Op. 00. Der Mann ven Jl¥mrt. (Gedlcht von F. A. Klein sch mid), fQr 
efne Siagstlmme mil Begleitang des Pianoforte. 

Op. 100. HerUenetein* (Ein Schloss nitchst^den). (lU^dlcht Vim 1. P. 
Rapprecht), filr eine oder zwel Singstlmmen mil Be|)elt. des Pianoforte. 

Op. 101. Senate (Adar) , f. d. Pianoforte. (Der Freiin Dor, Ertmann gewidmet,) 

Op. 102. Zwel Senaten (Cdor, Ddor) , filr Planoffite ond Violoncell (oder 

Violine). (Der GrUfin Marie von ErdUdy, geb. Gri^n von N^xhy gewidmet.) 
Arrang. fiir das Pianoforte zu 4 Hftnden v. C^ Czerny. 

Op. lOS. Greeeeii'^etett (Esdnr), fttr % Clarinetten, % Oboen, 12 Rd^ner and 
% Fagotte, nach dem Qalntett Op. 4. arrangirt vom Componlsten. * 
Siebe Op. 4.' 

27* 
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Op. 104. Oulntett (Cmoll), fflr % ^^lloeo, % Brmtochen oad VMracell nach 
dem Trio Op. 1. No. 3. arrangirt vooi Componisten. 
SfeheOp. 4. No. 8. 

Op. 105. Sechfl Tariirte Tltemeii (sehr lelcht aasfQIirbarJ , fOr das Pia- 
Doforte allelD, oder mil beliebiger Begleitung eioer Fl(He oder VloliDe. (lo 
zwei Lleferangen). 

Op. 106. Oroflse Senate (Bdur), fOr das Pianofbrle. (Haiiiner— Clavier) 

{Dem Erxkerxog Bmdolpk, Cardinal und FUr^fbitckof wm (HmiUz ffewidmet.) 
A r rang. Fiir das Piaooforteia 4 Httndeo v. Ebers. 

Adagio daraas mil Worten (Das Grab ist tief und stille) fiir aine SingsUmme 
mlt Begleitang des Pianoforte v. BiUmer. 

Op. 107. Zehn Tarilrtc Themcn, fUr das Piaooforte mil b«lieblger Be- 
gleilaog eloer FlOle oder Violioe. (In fQnf Lleferongen) . 

Op. 108. Flliil\uiids^vanKlK acliOttl«che lileder (mlt deotscbem n. 

eDgUschem Text) , fOr eine Singstlmine , begleltet von Pianoforte, Violioe u. 

Violoncell obligat. [Dem PUrsten A. H. RadgiwiU getvidmet vom Verleger.) 

Arramg. 4. Heft (der 4. Ausgabe. EnthUU No^i2. 4.2. 3. 4. 5. 6. 7. dergegen- 

wfirtigen) dreistimmig fur Alt (oder Mnzo-Sopran) , Tenor und Bass mit 

wiUkiibrlicber Pianofortebegleitung v. luliut Becker. 

Op. 109. Senate (Bdnr) , fOr das Pianoforte. (lyem FrHulein MaxtmiUana Bren- 
tang gewidmet) 

Op. 110. Senate (As dor), fQr das Pianoforte. 

Op. 111. Senate (Cmoll), f. das Pianoforte. {Dem Brxherzog Budolph gemdmet.) 

Op. 112. Heereeetllle and «lllehlielie Vahrt. (Gediebt von I. W. 
von Goethe), ftir 4 Slngstimaen mil Begleitang des Orchesters. (Dem Verfas- 
ser der Gedichte, dem unsterblichen Goethe gewidmet.) Dieselbe in Parlltnr, 
Klavieranszag and Singstlmmen. 
SiebeOp. 4 49. 

Op. US. 114. Die Rnlnen ven Atlten. Bin Fest-n.NachspielniitChdren 

and GesSlngen znr Br^tflTovng des Theaters in Peslh Im Jahre 1812 verfasst 

von A. V. Rotzebae. {Dem K(fnig Friedrich WUhelm IV. von Preussen gewidmet 

von den Verlegem.) Partltur. Onver. in Partitur. (Op. IIS.) Orchesterstlmmen. 

A r rang. Fiir das Pianoforte zu 4 Httnden. 

FUr das Pianoforte allein. 
Feierlicher Marsch und Chor (No. 6.) in ParUtar. (Op. 444.) 
Orchesterstlmmen . 

Fiir das Pianoforte zu 4 Httnden (Feierlicher Binzugsmarsch , aufgefuhrtin 
dem Gelegenheitsgedicht: „Die Weihe desHauses," bei BrOffnung des 
neoen Theaters in der Josephstadt zu Wien. Op. 44 4.) 
Fttr das Pianoforte allein. 
Derwisch-Chor fiir das Pianoforte lu '4 Hiladen. 
Fiir das Pianoforte alleio. 

Op. 115. Oreiiee Ouvei-tnre (NtnaMfeier) (Cdur)', fQr das Orchester. (Dem 
PUrsten A. H. RadziwUl gewidmet.) Dieselbe in Partitor. 
Arra Dg. Fiir das Pianoforte zu 4 HSlnden v. C. C%emy. 
Fiir das Pianoforte allein von demselben. 

Op. 116. Terseft, (Tremate, eapi, irenatel) fttr Sopran, Tenor OQd Bass mit Be- 
gleitang des Orchesters. Klavierauszug. 

Op. 117. •nvei^nre sii l&Siiia Stepkan(Bsdnr;, (geschrieben znr Br- 
OOJMing des Theaters in Pesth) fttr das Orchester. DIe.selbe In Partitnr. 
Arra ng. Fiir das Pianoforte zu 4 Httnden v. C. A. v. WMhler, 
Triumphmarsch aus der Oper Kdnig Stephan fdr das Pianoforte an 
4 H&uden v. C A. v. Winkhler. 
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Oy. lie. Mefflacft^r OeaaBc fftr 4 SfogsUAmcD mil legleilang vod 2 Vkp 
linen, BraUche ob4 VMoateu t>d«r tfes Ftaneforte. (S9m«m Freun^ lohann 
Preiherm von Pasqualati gmMmet.) 

Op. 119. BwMf Be«c BAiP*tell^n ^^ ^*8 Pfaooferte. 

Op. 120. SS VerAnderunseii (Qber einen Walzer von Diabcjll, Cdur), fBr 
das Pianoforte. (AnUmie von BrenUmo geb. Edlen von Birkenttock gewidimet.) 

Op. 121*. Adairl«9 Vnriatlonen «n4 Rondo (Gdur) , (Ueber: leii bin 

der Schneider Kakadn). 

Op. 121b. Opferllod (von Friedrich von Mattlilson] , fOr eine Slngstimme mlt 
Cbor and Orchesterbegleitnng. Dasselbe in Partitop. 
Arraog. Klavieraussog und Stimmen. 
SiebeOp. 418. 

Op. 122. Bvndeolledi (von I. W. v. Goethe), fflr 2 Solo- und 3 Chorsliromen 
mlt Begleltnng von t ClarHiette*, 2.iariieiii and % Fagotten. Dasselbe in 
Partttor. Orcbesterstlnraen. ^ 

Arrang. Klavioraoszng und Sflibinen. 

Op. 12S. nieoiio. (MisM Mleonin), (Ddor) , fUr 4 Solostimmen, Cbor nod Orcbe- 
ster mit beigefilgter Orgelbegleitung. (Dem Cardinal und Erzbisehof von Ot- 
miUx Erxherxog Rudolph lohann gewidmet.) Dlesoibe in Partitiir. Klavieraua- 
zag. SingsUomeo complet. ChorsUmmen. Eine karze erklllreade Bescbrei- 
bung iiber die Messe. 

Op. 124. Veotouvortwo (Weihe des Ranses] (G dof] , fOr das Orcbester. (Dem 
PUrsten Nicolaw von GdlitUn gewMmet.) Dieselbe in Partitur. 
A rra ng. PfStr Pianoforte ond Yioline v. A. Brmd. 

Fiir 8 Pianofortes zu 8 Hfinden. 

Ebeoso V. G. jr. Schmidt. 

Fur das Pianoforte zu 4 Httnden ▼. C. Csiemy. 

Ebenso v. C. W. Hmming. 

Fttr das Pianofbrte allein v. C. Cxemy. 

Op. 125. Mevnto Sjmphoiite mit 9ehlao«ohor ilber Schiller's Ode 
,,An die Frende^^ (Dmoll), fOr das Orcbester, 4 Solo- und 4 Chorstimmen. 
(Dem Kifnig PriedHch WUhelm III. v. Preussen gewidmeL) Dieselbe in ParUtnr. 
Arra ng. Fiir das Pianoforte zu 4 Handen v. C. Catemy. 

FUr das Pianoforte allein. Erster Tbeil von Pr. KdUcbrenner. Zweiter Theil 

(Finale) v. Bsser. 
Schlusscbor im Klavierauszoge y. Rink. 
Fiir das Pianoforte allein. 
Einzelne Chorstimmen. 

Op. 120. Sooko Boc»tollon fOr das Pianoforte. 

Op. 127. ^aortcit (Bsdur), fOr % Violineo, Bratscbe ond ViolonceU. (Dem 
Fiknten Nicolaus von GaiOiin gewidmet.) Dasselbe tu Partitur. 
Arrang. Fiir das Pianoforte zu 4 Httnden v. Rummel 

Nacb dem Adagio bieraQS : Beetboven's Heimgang: ,.Es wand sein Oeist sicb 
von des Staubes Banden los , " fiir eine Sopranstimme mit Begleitung des 
Pianoforte. 

Op. 128. Dor !&«••• Ariotto (Gedlcbt tob Weisse), (leb ww bei Gbloen gux 
aUein), fOr eloe Singstlome mit Begleitung des Pianoforte. 
Arrang. Fiir eine Singstimme mit BegldtungMer Guitarre. 

Op. 129. Rondo m ossprleolo (Gdur) , t d. Planof. (Aos dem Nacbiasse.) 

Op^ ISO. 9«ariott (Bdor), fltr 3 Violfoen, Bratscbe ond Vloloncell. (Dem 
PUmm Nicolaus von QaUixin gewidmet.) Dasselbe In Partitur. 
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0^ 181. ^^mwimU (CItmoll), lllr 2 Vfolineii, BratBche wd ViolOKeH. (Dem 
Baron von StuUerheim getvidmeL) Dasselbe te ParUtar. 

Op. 182. QunrteU (Amoll), f. t VIoliDen^ Bratscbe n. Violonc. {Dem FwrtUm 
NicoUtut von GaUtsin getoidmet.) {Kns dem Nacblasse). Dasselbe io ParUtur. 
A r rang. Fur das Pianoforte lu 4 Uttnden v. A. B, Marx, 

Op. 188. CSl^0Se Fuye (tantM libra, taatdt r«eherch^e), (Bdur) , fOr % VloIlneDy 
BraUche n. Violoncell. (Dem Cardinal Erxherxog Rudolph gewidmet,) Dleselbe 
Id ParlUnr. 

SieheOp. 484. 

Op. 184. €^wmmme Wmge (umM libra, taotAt racherah^), (B dar), fiir das Pianoforte 
zn 4 HilDdeii, nach der Fu{(e Op. 133. arraBgirt voni ComponUten. 

Op. 185. Qwarteft (Fdar), fOr 2 VioliDeo, Bratscbe ond Violoncell. (Semem 
Freunde lohann Wolfmei$r geujfdmet.) (Aas d. Nacblasse). Dasselbe Ib Partltor. 
A rra ng. Fttr das Pianoforte zn 4 Httndeu v. A. B, Marx. 

Op. 186. Der irl^npelcHe AwipenMleh* Cantate (gedlchtet von Dr. 
Al. Welssenbacb), fllr 4 Singstimmen ond Orcbester. Am Wiener Con- 
gresse 1814 zum erstea Male aBfjgefQhrt. (Dem Kaiser von OetterreuAPranz I., 
dem Kaiser von Russland Nict^us I. und dem KGnig von Preuseen Fhedridi 
Wilhekn III. gewidmet von dem Verleger.) Partltor. 

Mit anderem Texte aucb unter dem Titel : 
Prel« dtmr T^BUunst* Cantote (gedlcbter von Fr. Roc blitz], fir 
4 Slngstlmmen o. Orcbester. Partltor. In einzelnen Gesaog- und Orchester- 
stlmmen. Im vollsiandlgen iUavlerauszoge. Die SIngstimmen hlerzo apart. 
A r rang. Fiir das Pianoforte zu 4 Httnden v. C CMert^, 
Fiir das Pianoforte allein v. C. Czemy. 

Op. 187. l*use (Ddor), flir t ViollBen, % Bratscbeo, ond VIoloBcell. (CompoBirt 
am 28. Novbr. 1817). 
A r rang. Fiir das Pianoforte zo 4 Handen. 
Fiir das Pianoforte allein. 

Op. 188. Owverture swr Op«r I^eaBere (Cdur) , (Aos dem Nacblasse. 
Componirt Im Jabre 180ft). 

Siehe Op. Ti . Ooverture No. 4 . 
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MISCELLANEOUS AND POSTHUMOUS WORKS. 



A. likr 4a« Oreliester. 

Allegretto (Bsdur). (Beethoven's Freunde Ch, Holx getoiimet v<m den Veriegem.) (Aus 
dem Nachlasse nach der Origloal-Partltar.) 

Trlimphmaricli ais den Trtiersplel Tarfija (C dor). 

A r ra n g. Fur das Pianoforte za t Httnden. 
. Ebenso zu 4 Httnden. 

B* Mr Strelehlnatramente. 

Andante fa?ori (Fdor), fOr 2 Vtollnen, BraUche aod Violoncell. 
A rra ng. FUr das Pianoforte allein. 

Lied damach (Diesen Friedeu , diese Wonne) fUr eine Sopran- oder Tenor- 
stioime mit Begleitung des Pianoforte v. SiU^ner, 

€• lihr BlafliBfltrwmcnte, 

RoidlBe (Bsdnr) , fOr 2 Oboen , t CKirlnetten , % Fagotte nod % HOrner. (Aos dem 
Nachlasse.) 
Arrang. Fiir das Pianoforte zu 4 Httnden v. C. C»emy, 
Fttr das Pianoforte allein v. C. Cstemy. 

Dret Dies (C dor, Pdar, Bdnr), fQr Clarinette iind Fagott. 



D. l*ar 4mi PiMMtorto naif mm^ mUmm Besl«M«n«^ 

I. Fflr das Pianoforte mdt Oroheater, 
Qaartetta, Trioa. 

Roide (Bdar). mlt Begleltoog des Orchesters. (Aos dem Nachlasse). 
Arrang. Filr das Pianoforte m. Begleitung voa t Violinen, Bratsche u. Violoncell. 
Fur das Pianoforte zu 4 Httnden. 
FUr das Pianoforte allein, 

Drel Origiaal-Ciiartette (Bsdur, Ddur, Cdnr), (Ans dem Nachlasse). 
Arrang. Fiir das Pianoforte zu 4 Hftnden. 

Klelaes Trio in elaem Satie (B dor) , ror Pianoforte, VloUne ond VioloDcell (1812 
componirt.) (Seiner kMnen Preundin if. B. gewidmet.) 

Trio (Esdor), fttr Ptanoforte, Vfoline uod Violoncell. (Aus de« NaAilasse.t 

9. rOr PlaMibrte oad VtoUna (odor l^aloBoan). 

Rondo (6 dor), fttr Pianoforte ond VIoline. 
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ZwSlf Yarlltlonen (Fdnr), f. Pfanoforte o. VloUne. (Theraa aos der Oper Figaro: 

Se vual baliare). (EleoHore von Breuning gewidmet.) 
ZwilfTariattonta (Gdor), fOr Pianoforte nod VloliDe (oder VioloDcell). (Thema 
aos dem Oratoriom : Jadas llaccabflos). 
A r r a n g. FUr das Pianoforte zo 4 Httnden. 
Steben Yariationen (Bs dar), fOr Pianoforte ond Violine (oder VioloDceil). (Tbema 
auH der Oper : Die ZauberflOte : Bel Mflnnern, welche Llebe fOhlen.) 
Arrang. Fiir das Pianoforte zu 4 Httnden. 

5. rOr dM PlaaoflbrCe m 4 HAiid«n. 

Seeha YariationeB (Lied mit Veranderungen : leh danke deio) (Ddar), (Gesd^Heben im 
Jahre i%00 mdas Stammbuch der Grdfinnen JosejMne Deym und Tkense Bruns- 
wick und beiden gewidmet.) 
YariationeB (Thc^a von Graten von Waidstein), (Gdnr). 
4. Fflr das Pi«M>fi»rte aUela. 
a) Sonaten, Boados, Prftlndien, Vartationen etc. 
Drel SOBaten (Esdar, Fmoll, Ddnr), (componirt im 10. Lebensjabre). (DemCardi- 
nal und FiirsUHsckof vm OlmlUx, Erxherxog Rudolf geiMmet vam Verkger.) 

Lelellte SOBate (G dar), (Eleonor$ vm Breuning getoidmet) 
Xwei loickto BonctlBOB (Gdvr, Fdnr). 
BoBdO (A dar). 
PraelidliiB (Fmoll). 

Denlire peBaie muiaale (Bdnr). 

Arrang. Fur das Pianoforte zu 4 Httnden. 

lein YariatlOBeB (Gmoll), (Marsch v. Dressier. Componirt im 10. Lebensjabre). 

lenn YariatlOBeB (A dor), (Tbema aas der Oper : Die MiUierIn : Qaanl' ^ pin bello. 
Hat der MaUer). (i>90i FUrsten Carl von Uchnowsky g$widmet.) 

Sechi Yariationen (Gdor), (Thema ant der Oper: die MBHerin : Ifel cor piA nan mi 
sento. MIcb fliehen aile Freaden). 

Zv5ir Yariationen (Gdur), (Menuet i ia Vigano). 

ZwSlf Yariationen (A dor), (Tbema: Danse rnsse, dans^ par M^« Gasaentlai, aas 
dem Baliet : das Waldmldcbea), (Der QrUfin von Browne get. von VieUngkoff 
gewidmet.) 

iabt Yariationen (Gdnr), (Tbema aos der Oper: Blebard LOvenben: Une i^vre 
brOlante. Micb breant eia beisses Fieber.) 

Zeiln Yartattinea (Bdnr), (Tbema ana der Oper : PalalBff) von Sniieri : La aCessa, la 

stessisslma.) 

Sleben Yariationen (Fdnr), (Theaa ans dar oper: das OpferfesI : Rind , wlUst da 
ruhigschlafen). 

Aakt Yariatianen (Fdnr), (Ttndela nod aehemen). 

Dreiiehn Yariationen (Adnr), (Tbema aas der Oper: Das rotbe Rlppeiien: Bs war 
einmal ein alter Mann). 

Secha Yariationen (sebr lelcbt, Gdnr). 

Arrang. Als Lied f. eine Singsthnme mit Begleitung des Pianoforte (Holde Liebe, 
deinaFreoden). 
Dasselbe mit Begiellang der GuMarra. 

SeeBa tdlalite IJIialiiBUB (Air nine), (Fdn), fBr Pianolbrte oder Hnrfb. 

YiernninmBBlf YariattaieB (Vi«i, amm), (Dd«r«) (Dor §r(ti^v<m MaufM, g*. 
Grdfn von Girodin gewidmet J 
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Slebet Tarlitlonei (6o4 save the Mog) (C day). 

Ftliif YftriationeB (Role Britanola) (Ddur). 

Zweluddretssig YaiiatioiieB (C moll) . 

Acht Yariattoneil (Ich bab' ein kleioes HQUcbeD nur) (Bdor). 

b) TilDze nod Mflrscbe. 
Sedii Ifaidlerische Tiaxe. 
A r rang. In- der Collection complMe des Valses origin, r^oeillies et arrang. par 
C. C»emy. No. 8 — 48. 

Slebei Ifaidlarlaebe TIaae. 

Arrang. In der Collection complete des Valses orig. r^cueillies et arrang. par C. 
Cxemy. No. i — 7. 

ZwQlf daitache Tfaiaa, welche in dem K. K. klelnen Redoutensaal In Wien anfge- 
fObrt wordeo. « 

Arrang. Dieselben ursprUoglich fiir 2 VioHnen nnd Bass unter dem Tltd: Alle- 
mandes de la Redoate de Vienne. 
Dieselben in der Collection complete des Valses orig. r^cueitlies et arrang. 
par C. Cxemy. No. U — 35. 

Seehi OoBtretiue. 
Arrang. Fttr a Violinen und Bass. 

■eniett (Bsdor). 

Secba ■enietieii. 

Zw01f ■enietten, welche Id dem K. K. kieinea Redooteasaal lo Wton aafgafOhrt 
wordeo. 

Arrang. FUrl Violinen and Bass. 

■Uitalrmarscb. (Aus dem Nachlassa). 

Arrang. Fur das Pianoforte za 4 Hftnden. 

R* desAaa^e «nd lileder naif and olme BeirleltiMir* 

I. Mehmtlmmi^ Oealai^. 

Caaon flir Sopran, Alt, Tenor and Bass. 

Geaaag der ■0nche au Schiller*! mihelm TeU f&r 2 Teaore ond elaea Bass. 

SablaaigeaaBgau dampatriotlichenSingspiel: DleEhraapfortea, (DiegoteNacb- 
rlcbt), far elne SIngstlmme and Chor mil Begleltong des Piaaoforte. 

9. ElnaUmmlge drainga and Lieder. 

Der ibachled (La partenza), fQr eine SingsUmme mit Begleltoag des Pianoforte. 

Aadeaken (von Mattbison), fQr eine Singallmme mIt Begleituag des Pianoforte. 
Arrang. Mit Begleitung der Guitarre. • 

Empiadugea be! Lf dien*i Untreie (Gedlcbt nacb dem Fraazttslscbea) , fQr eine 
Singstlmme mit Begleitung des Pianoforte. 

Gedeake meln , f. eine Singstlmme m. Begl. des Pianoforte. (Aas dem Nachlasse). 

Secha deotsche Gedlchte au ReiialK'i Bltachei der Blnaaadceit, fQr eiae Sing- 
stimme mit Begleltang des Pianoforte. 
Arrang. No. 4 . In einem Hefte mit Gyrowetz uAd Seyfried. (8 Gedichte aas Reis- 
sig's Blumchen der Einsamkeit.) 
No. 8 and 6. lasammea. 
No. 8. In einem Uefle mit Gialiani, Moscbeles, Reichardt, Kilneund Ham- 

mel. (Der Jilngling in der Fremde in 6 Stropben.) 
No. a. Blit Reglettung der Gaitarre. 
No. 8. 6. Ebenso. 
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Df«l 8Milge fOr eine SingsUmme Mi Begleltwg det PtaD«ldrU. 

Arrang. No. a. 8. (Mit Resignation). 
No. 8. Einzeln. 
No. 4. t. 8. MitGuitarre. 
No. %, 8. Mit Guitarre (zasammen mit Resignation und Abendlied). 

M IMe tteh, fOr elne Slngstimme mit Begleitnog des naoofbrte. 
Arrang. Mit Begleitang der GuiUrre. 

Ued ast der Fene, fOr elne Slngstimme mit Begleitang des Planofoiie. 

Zwei liedar fOr eloe Slngstimme mit Begleitong des Pianoforte. 
Arrang. No. 4. (Zasammen mit: Das Geheimniss. So oder So. 4 deatscbeOe- 
dichte Heft 2.) 
No. 2. In derselben Samml. Heft 4 . 
Mit Begleitang der Guitarre. 

Der fMe Hail, fSIr elne SolosUmrae and Chor mit Begleitang des Pianoforte. 
A r rang. Mit Begleitang der Guitarre. 

Dasselbe unter dem Titel : Maurerfragen „Was, was ist des Maorers 
Ziel?" filr eine SingsUmme mit^Begleitung Bes Pianoforte. Bin Lied fur 
die Loge d. F. c. h TO. d. Bonn , mit unterlegten Worten v. : • : > er. 

lail tch dlr Tom itUleR ioge, fOr elne Slngstimme mit Beglelt. des Pianoforte. 
(Geschrieben in dtu AUmm der hai&riscKdn HofsUngerin R$gina Lang.) 

Opferlied fQr elne Slngstimme mit Begleitang des Pianoforte. 

A r r a n g. Mit Begleitang der Guitarre. 
Vergl. Op. 424. 

Die Selisielit ?ett I. W. ?ei Seethe. 

Ar r an g. Mit Begleitang der Guitarre. 

Senfker elies Uogeliebtei fen 0. A. Bllrger iiid die laite Uage fen Herder, fSr 
elne SingsUmme mit Begleitang des Pianoforte. (Aas dem Nachlasse nacb 
dem Origlnalmanascrlpt}. 

TrIlUied, fOr elne SingsUmme mit Begleitang des Pianoforte. 

Der Waebtelscblag, fllr elne SingsUmme mit Begleitang des Pianoforte. 



PRINTBD BT BHEITKOPF >HD HARTEL, LBIP8IC. 



^ 







?^ 






Xo 



ThelioiiAe atBoiininwfaicliL.T.Beeftioyfmivasliani 



siUiated in th.e. Tll^irvc - s tree t . 




9JAtC.Ai^^^^y, 




I I ' '/^''l 



^m 



I V / - L 










VC-'^.^^y^^ 



C^-X^t.^%^ 













My (2l.JLiima^^,riii1tl^(Bir(i]^^ 





]BjE.(Grau.tll:(£?amx, M ffkiipis. 




mwtmmmmmiieSEimsmiE F 



iliji 






'^iiUSbmimQf'iSSS! 



i^ 



^^^-^^Vj.v^l^J.' V^U^^ A^jJ'J 



fc-. ■ ■ ■■'»! . '^ 



BEETHOTEN'S TOMB 

in flie chxirchyarel iif Wai?hrTi:ie ,neai' V^ienna. 
Win' hif^h. 



K 








X? 




l^ 


L 




n 


K. 

^ 


4 

* ^ 





inaugurated ftie lO*!' August 184-5. 



00 

00 

I 

<2 < 

> z 

O o 

m -4 

-J 
O 

I 

oT 



< 
> 

UJ o 
LL - 

q: i 

UJ 2 

Z 

o 

< 

5 



UJ 
09 
00 



^ z UJ 



ui 
o 
o 
o 

X 



ttl 



CO 
UJ 

ttl 

z 



II 
I J 

!i 

I 




1 1^1'^f 



/ 



Uf 



Mui nt .1 .7S1 A 

Ijottis van Beethoven's shdiet in Hi 




ACil8616 ^H 



3 2044 040 092 397 




I 




